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PREFACE 


From the time I began learning the musical compositions 
of Tyagaraja, I began to develop a feeling of reverence 
towards the Great Composer. The glowing accounts of his 
life and the inner meanings of many of his compositions 
given to me off and on by my Sangitacharyas, the late 
Maniattattai Duraisvami Ayyar and Tiruvottiyur S. A. 
Ramasvami Ayyar (themselves members of Tyagaraja’s 
Sisya parampara), created in me an unquenchable thirst to 
carry on detailed studies and researches in the life and 
compositions of the Saint. The illuminating details con¬ 
cerning him furnished by the late K. K. Ramasvami Bhaga- 
vatar of Walajapet and other senior musicians gave a 
further impetus to me in my work, I read with care all 
the available literature on Tyagaraja in the South Indian 
languages and in English. X began making vigorous 
enquiries concerning this gem of the Kakarla vams'a 
from the members of his line of disciples scattered in 
different parts of South India. The perusal of the Walajapet 
Collection of manuscripts, now housed in the Saurastra 
Sabha Library, Madurai proved a great blessing to me. 
That Collection furnished a lot of fresh and illuminating 
material. I got clarification for many of the conflicting 
accounts of the composer published in earlier works. As a 
result of all this, I am able to place before the public 
this humble sketch of the Great Saint and Composer of 
South India. I am glad that I am able to publish this work 
just on the eve of the Composer's 108th anniversary, coming 
off in January 1955. 
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I also had the opportunity of perusing the unpublished 
Manuscripts of A. M. Chinnasvami Mudaliyar, containing 
the kritis of Tyagaraja in staff notation. Mr. Mudaliyar 
got his music directly from the Umaiyalpuram disciples of 
Tyagaraja and therefore his renderings are correct and 
authentic. One of the Proof sheets of this work corrected 
by Walajapet Krsnasvami Bhagavatar is also found in the 
Saurastra Sabha Library, Madurai. 

If readers find in this book, some new and interesting 
material concerning Tyagaraja, it is due to the fact that I 
was able to peruse manuscripts not noticed by earlier bio¬ 
graphers. Further I have had the privilege of getting valuable 
information from the line of disciples belonging to five of the 
Saint’s Sisyas: Vipa Kuppayyar, Manambuchavadi Vefikata- 
subbayyar, Umaiyalpuram Krs$a Bhagavatar and Sundara 
Bhagavatar, Walajapet Krsnasvami Bhagavatar and Tilla- 
sthanam Rama Ayyaigar. The local enquiries made by 
me at S'rirangam, Tiruvarur, Kovur, Tirupati, Walajapet, 
Kanchipuram and other places visited by Tyagaraja also 
yielded fruitful results. 

Tyagaraja is the rare example of a person who was 
great in sangita, sahitya and bhakti. He has inspired not 
only his contemporaries but also many of the musicians 
and composers who came after him. Most of the com¬ 
posers of the Post-Tyagaraja period belong to his Sisya 
parampara. The magic of his sahityas lies in the fact that 
they breathe the sweet fragrance of melody. He has not 
used a strained language. His compositions are the 
permanent and standard repertoire of every performer 
of classical music. The unmistakable identity of the 
ragas of his compositions and the cogency of their 
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sarigatis endow them with a special charm. Many of his 
compositions are noted for their poetic imagery, flashing 
ideas and delicate sentiments. The golden tenets, enshrined 
in the Vedas , Upanisads and Pur anas have been re-stated 
by him in a remarkably refreshing and telling manner. A 
study of his compositions enables one to get bhavajnanam. 

In the field of musical creation, Tyagaraja was a 
daring experimenter and a successful experimenter too. His 
compositions in the tiny but fascinating ragas - vinta 
ragalu to use his own expression, shine as sparkling gems 
amidst his pieces in Prasiddha ragas. He had a gift for 
shaping new ragas. His melodies are faultless in every 
respect. 

Through his sahityas, Tyagaraja has shown the distinc¬ 
tion between the diction suitable for poetry {Padya rachana) 
and the diction suitable for the sahitya of musical com¬ 
positions {Fata rachana or Geya rachana). There 
are words which are good for poetry but not necessarily 
good for the sahitya of musical compositions. The words 
figuring in his musical compositions are just the words suit¬ 
able for the particular dhatus. That is why those words 
along with the music sound so finely. It is on account of 
this fact that translations of Tyagaraja’s songs in other 
languages made with the object of being sung to the 
original dhatus have not proved successful. 

More than 200 compositions of Tyagaraja have been 
referred to in this Book. The KdvUr Pafccharatna and the 
Tiruvottiyur Pancharatna constitute a happy combination, 
in that the five pieces of the former group are in praise of 
Sfiva and the five pieces of the latter group are in praise of 
AmbikS. 
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I am alive to the fact that certain topics mentioned in 
Chapter XII could have found a place in the earlier chapters 
but this could not be helped in this Edition. 

I would like to express my indebtednes to the following 
poets, scholars, musicians and composers who have either 
thrown light on Tyagaraja’s compositions or have otherwise 
given valuable details concerning him :— 

(1) Challapalle Venkata S'astri; 

(2) Kasi Krsiiacharya; 

(3) Ramudu Rhagavatar of Tiruvaiyar ; 

(4) T. S. Sabhes'a Ayyar, Principal, Music College, 
Annamalai University ; 

(5) Kirtanacharya C. R. S'rinivasa Ayyangar ; 

(6) Bharatam Narayanasvami Ayyar ; 

(7) Mararigapuri Violinist Gopalakrsria Ayyar ; 

(8) Dr. T. S'r'mivasa Raghavachari; 

(9) Pasumarti Krspamurti S'astri; 

(10) Mayavaram T. R. Vis'vanatha S'astri; 

(11) S. Duraisvami Ayyar (Advocate and nephew of 
Tiruvottiyur Tyagayyar) ; 

(12) N. Tyagaraman (Grandson of Umaiyalpuram Krsna 
Bhagavatar); 

(13) T. V. Subba Rao ; and 

(14) Madura Subrahmanya Ayyar. 

My thanks are due to Sri S. Sathyalingam for lending me 
ten of the Photographs figuring in this book. 

In Great Composers • Book III, I will be publishing the 
lives of Muthusvami Diksitar, Gopalakrspa Bharati, Svati 
Tiranal and other Composers. 

Madras, ) 

2lst Oct. 1954.) 


The Author. 
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CHAPTER I 


Introductory 

TyaOaraJA, the poet, saint and composer is the greatest 
name in the history of modern South Indian music. He is 
one of those minstrels of God, who come to this world to 
contribute to human happiness and uplift. A composer of 
his stamp comes in the life-history of a nation, once in a 
five hundred years. He has shed lustre on South Indian 
music by his melodious and soul stirring compositions. 
His greatness as a composer has practically eclipsed his 
greatness in all other branches of learning. He was a 
sahaja vaggeyakara. His compositions have rightly become 
classics. He was a prolific composer and composed with 
uncommon facility. He was a versatile genius. He has 
left behind him compositions belonging to the realms of 
pure music and applied music. His compositions which 
help a rasika to taste something of the sweet nectar of 
nija sahgita have earned for him undying fame. To him, 

music was not merely a means to an end but ah end 

\ * ' 

by itself. 

Tyagar&ja lived during a period of intense musical 
activity. His age was in fact the brightest period in the 
history of South Indian music. Many of the musical 
luminaries who are.the pride of Karn&tic music lived during 
his time. The httposphere in Tanjore and round about 
Tiruvaiyar at that time was just the atmosphere that was 
conducive to the development of his musical genius. 
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Under such congenial environments, Tyagaraja grew up 
and soon established himself as a star of first magnitude in 
the firmament of South Indian music. He inherited his 
musical talents from his maternal ancestors and his 
literary talents from his paternal ancestors. His maternal 
grandfather was Vina Kalahasti Ayyar, a samasthana 
vidvan in the court of Tanjore and his paternal grandfather 
was Girirajakavi, the author of some Yakshagaftas and 
songs on Vedantic themes. Tyagaraja showed promise of 
his future greatness in music even in his teens. His early 
compositions attracted the attention of such eminent 
scholars of the time as Rama S'esha S'astri and Bhashyam 
Krishna S'astri. Soflti Venkataramapa Das, his Guru saw 
in his pupil a rare type of a musical prodigy. The Vaiijika 
Guru had foretaste of his pupil’s greatness. 

Tyagaraja was a born genius and a gifted composer. He 
was an expert Vahjika and a brilliant singer It is known 
that he possessed a Gandharva sariram (voice). The fact 
that he.expounded Devagandhari raga for six days during 
his stay in Madras is proof of his extraordinary creative 
talent. He has left behind him, gems belonging to the 
spheres of art music, sacred music and operatic music. 
The art of composing came to him. naturally. He was a 
scholar in Sanskrit and Telugu and was proficient in the 
Jyotisha, Galjita and Mantra s'astras. His compositions are 
finished products and it is difficult to improve Upon them. 
His music is of unsurpassable nobility and greatness. The 
individuality of his different. pieces in one and the same 
r&ga is startling and amazing. In ,To$i raga alone he has 
composed more than 30 pieces. In his compositions we 
get the happy blending of the intellectual and the 
ennotkmal qualities. He composed because of the inner 
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urge within him. This accounts principally for. the 
sterling worth of his compositions. His scholarly Kritis, 
his Divyanama Kir tanas and Utsava Sampradaya 
Kirtanas, his operas, his Sata raga ratnamalika and his 
Group Kritis will for ever be remembered by Posterity 
with pride and zeal. He enjoyed Divine grace in the 
fullest measure. In the history of world music, it is 
perhaps difficult to name another composer who was at the 
same time a poet, saint and philosopher and who lived up to 
high ideals, and who did not care for riches and the 
fleeting pleasures of this world. 

Tyagaraja spoke the language of absolute music. He 
emphasised in no uncertain terms that it was possible for a 
person to attain Moksha through the path of ptire music f 
God himself was Nadabrahma — Embodiment of music. 
Contemplation of God through pure music led one to that 
Divine consciousness longed for by sages. Tyagaraja’s 
Kritis are so many specimens of absolute music. The 
presence of beautiful S&hityas in them only serve to adorn 
his Kritis more and make them doubly great. It is a happy 
thing for us that he introduced all his surging poetic 
thoughts and ideas in his Kritis instead of embodying 
them in separate poems in which case, his appeal would 
have been only to a limited section of the public and to 
people interested in pure literature. 

Tyagaraja is the Prince amongst composers. His name 
and fame are not merely confined to the land of his birth. 
His compositions are known in foreign countries. In his 
monumental work entitled Oriental Music in European 
Notation published in 1892, Mr. Chinnasvami Mudal&r 
has printed in staff notation many of Tyagarajas Kritis- 
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This book has made foreign scholars understand something 
of the genius of the great Indian composer, Tyagaraja 
occupies the same position in Indian music as Beethoven 
in European music. 

Tyagaraja belongs to that galaxy of saints and seers 
who have made India great. He has founded a Musical 
empire which will withstand the test of time. India's 
spiritual glory and tradition have been kept alive by him. 
He has broadcast the eternal wisdom of the sages of India 
through his songs. It is of special significance that he was 
presented with the “ Svararnava ” a lakshapa grantha, by 
the sage Narada, according to tradition. 

Tyagaraja’s compositions constitute a Treasury of 
musical wisdom and Sage utterances. They have a 
dynamic musical energy in them. The generating proto¬ 
plasmic force is there. When studied' intensively, they 
have the magic force of developing in one, the creative 
abilities and mould him into a composer of front rank. 

Tyagaraja was an enlightened soul.- He represents the 
essence and peak of our culture. His compositions reveal 
the soul of South Indian music. His two Kritis: “Vidulaku, 
mrokkeda ” ‘Mayamalavagaula ragal and “ SangUa Han a mu' 
(Dhanyasi ri,ga) prove that he was familiar with many of 
the ancient authorities and their works. 

The concept of. Nada rachana i.e. a musical composition 
in the real sense of the term actually begins with him and 
his brilliant contemporaries. Prior to his time, more 
value was attached to the sahitya and music was 
thought of as only a cloak to clothe the sahitya. 
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This accounts for the fact that there are a number of 
sahityas in the same tune by earlier composers and 
sometimes even by the same composer. In every one 
of Tyagaraja's kritis we find a new varpa mettu. He 
has carved out of ragas, beautiful forms of enchant¬ 
ing beauty. 

In Tyagaraja’s kritis we find the happy blend¬ 
ing of the cultural and spiritual elements. His ambition 
was to create new forms which would at the same 
time satisfy the cultural and spiritual needs of the 
nation. The top-ranking performer derives as much 
musical ecstasy from his compositions as the bhakta 
who derives spiritual solace. 

Tyagaraja is the greatest composer of the modern 
period. His charming, flowing, captivating and refresh¬ 
ingly beautiful style of musical writing and his sahityas 
teeming with Upanishadic truths and sublime thoughts 
have a perennial appeal. The versatile and prolific 
nature of his compositions, his gandharva gdna coupled 
with the ring and splendour of his voice, the colour¬ 
ful incidents in his life, all these evoked the admiration 
of his contemporaries. He was adored like a saint 
even in his life time. He preached the gospel of the 
realisation of God through the combined path of music 
and devotion. While Bodendra Sadguru Svami emphasised 
the recital of Rama nama, Tyagaraja chalked out an 
easier path by emphasising the channel of gana marga 
in the recital of the name of the Lord. The musical 
sound became a powerful vehicle in his hands for the 
portrayal of the swelling musical thoughts. He has given 
to us in clear, terms the mystical experiences of a 
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nada yogi. He has pointed out the relative signifi¬ 
cance of music (Sangita), musical knowledge (Sangita 
Sana} and knowledge of the science of music (Sangita 
S'astra nan a). In his Kritis we find the happy culmi¬ 
nation of high flown music and splendid sahitya and 
both of them springing from Bhakti This feature of 
his compositions may be summed up in the phrase, 
Kritiguftatrayam. It is but natural that scholars 
should be making a ceaseless quest to know more and 
more concerning such a luminary. 


Sources for the Life of Tyagaraja 

Hero worship is inherent its human nature. People 
are interested not only in the magnificent works left 
by a poet or a composer but also in bis life, pedigree, 
education, the inner workings of his mind, the prepa* 
ration he made for his career, the ordeals he had to 
pass through before establishing himself as a poet or 
composer of rank and many other details. In India 
due to some cause not easily explicable, people were 
interested more in the work of a person than in his 
biography or the evolution of his genius. We know 
precious little concerning the architects who have built 
the magnificent temples and musical stone pillars and 
the composers who have shed ^lustre on Indian music 
by their magnificent compositions. Under such circums¬ 
tances, the task of the research scholar in trying to 
collect authentic details concerning the life of a 
great composer like TySgaraja, is very arduous. 
Added to this is another phenomenon. Once a petson 
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becomes great in India, legends grow around him. 
In the case of Tyagaraja, there are many such legends 
and stories. Patient research has doubtless confirmed 
the truth of some of those stories and disproved 
many others, 

Tyagaraja has not left an autobiography. He had 
hardly the time to do that. Nor had he with him a 
Boswell" or.a Lockhart to chronicle ail the incidents 
in his life. With the exception of two or three of his 
disciples, the rest were more engrossed in learning his 
compositions than in chronicling the incidents in his 
life. But luckily for us enough sources exist from 
which it is possible to glean a fairly authentic biog¬ 
raphy of this bora composer of Tiruvaivar. These 
sources may be analysed into:— 

1. The Manuscript biographies of Tyagaraja left by 
his disciples. There is one palm leaf manuscript 
written by Walajapet Venkatararmna. Bhigavatar 
and Tanjore Rama R&o and another Paper manus¬ 
cript by Walajapet Krishtjasv&mi Bhagavatar. 

2. Biographical accounts contained in Printed Books 
published after him. 

% * 1 1 

\ , , ' . t ! 1 

S. Internal evideuces furnished by his compositions, 

4. Oral Tradition. ’ 

5. References to him in the compositions written 
in his praise by his disciples and subsequent 
composers. 
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6- Accounts of him preserved in the Diaries of 
scholars and ras'ikas who visited him. 

7. Accounts in State Publications, Gazetters, Memoirs, 
etc. For instance, the Pudukkottai Gazetteer 
mentions how TyagarSja made an unlit lamp burn 
by singing Jotisvarupijjti raga. 

The following account of the incident- is given' at the 
the bottom of p. 870 of A Manual of The 
Pudukkottai State Volume II, Part I (Second and 
Revised Edition) 1940. 

.« Tradition speaks of a strange phenomenon that is 
alleged to have .happened during S'ri . Tyagaraja’s 
visit to Pudukojtai. The R&jah proposed a strange 
test to the musicians assembled in his Court. He 
placed an unlit lamp amidst them and challenged 
them to light it with their songs and without 
using, a. match. Encouraged by.his Guru, who 
. was also present, TySgaraja sang the r£ga jQyti - 
avarUpini. .To the wonder of the assembly, the 
wick it is said, caught fire and shone with vary¬ 
ing brilliance .according . to the. > gradations of 
the raga.” 

The.details furnished, by these sources are referred 
to in the subsequent Chapters. Also see the 
Chapter on Bibliography of Tyagaraja. 
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'i iruvarur temple, with the Kamalalayam, the famous tank in front 


PLATE III 



New Street, TiruvS-rur. 

The house where Tyagaraja was born is indicated by an arrow mark. 


CHAPTER II 


Early Life and Education 

TRADITION has it that prior to his birth, TyagarSja, 
the presiding Deity of the Temple at Tiruv&rur appeared 
to Ramabrahmam (the father of the great composer) in 
dream and said that a male child, who will shine as a 
Sangita Sanity a Kald , Kovidudu will be born to 
him and that he may be named Tyagaraja. . 


Date of Birth 

Tyagar&ja was born in Tinivanfr in Tanjore District 
on the 25th of Chitra of the Sarvajitiu year corresponding 
to 4th May 1767. The house in which he was born 
is in New Street and bears the Door Number 6. He 
was born on a Monday in PHsa nakshatram anti Kataka 
lagnam. The discovery of the horoscope of TyagarSja 
carefully preserved on a palm leaf ‘in the Wal&japet 
Collection has helped to establish this date. Prior to the 
discovery of the horoscope, Various estimates have been given 
of his age. It is definitely known that he passed. away 
on the Pushya Bahula Panchami Day of the Parabhava 
samvatsara> corresponding to the ' 6th ’ January T847, 

Subbarama Dikshitar in the Sdiigita Satnpraddya Prd* 
dars’ini mentions that Tyagaraja lived for 77 years 
thereby suggesting that he must have been born in the 
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year §1770, Panju Bhagavatar in his Tamil biography 
of the composer mentions that Tyagaraja lived for 88 
years, thereby suggesting that he must have been born 
in 1759. Whereas no biographer has given the 
precise date of birth of Tyagaraja, the number of years 
that the great composer lived has been estimated to 
vary between 77 and 88. 

If Ty&garSja had lived for 88 years, the great event 
of S'at&bhishSkam must have been celebrated about his 83rd 

year. It is nowhere on record nor have we heard 

# 

from Kama parampara that this celebration took place. 
Let it be remembered that Tyagaraja became so famous 
in the latter part of his life that princes, pandits, poets 
ascetics and sangita vidvans from different parts of India came 
to Tiruvaiyar, to pay homage to him. If the S'atabhi- 
shekam did take place, his own sisliyas, some of whom 
were poets and' composers, would have commemorated 
the event with inspiring songs and poems. But we have 
no proof of the existence ot such poems and songs. 
Mr. Ramudu Bhagavatar of Tiruvaiyar (the great grand¬ 
son of TyagarSja’s elder brother) and many other persons 
whom I have enquired told me that before the S'atabhi- 
shekam took place, Tyagaraja attained siddhi * 

Secondly there is the strong tradition in the family 
of S'yama S'astri, that S'yama S'astri was senior to 

- urr y , r —. - — . ... . I . .1 . 

§ In the Sangita Sampradaya Pradarslni the biography of Syama 
Sastri is given before that of Tyagaraja. The various composers 
in the biographical section of that work are presented in the 
chronological order, Subbarama Dikshitar knew that Syama Sastri 
was senior to Tyagaraja in age and so has given precedence to 
him over Tyagaraja. 
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Tyagaraja in age. It is well known that the Saint of 
Tiruvaiyar had a great regard for S'yama S'astri. This 
might be attributed to two causes: (l) that his contem¬ 
porary was a brilliant composer and a sterling Devi 
bhakta and (2) that he was senior to him in age. The 
late Kictanacharya C. R. S'dniv&sa Ayyang&r in his article 
in the Cultural Heritage of India, Vol. Ill, P. 584 
mentions that of the Musical Trinity, S'yama S'astri 
xvas the oldest. 

It is a matter of good fortune for us, that the palm leaf 
containing the date of birth of Tyagaraja had been 
carefully preserved. In this palm leaf, the date of birth 
of Tyagaraja as also that of his disciple, Walaj&pet 
Vehkataramapa Bhagavatar are given side by side, by 
Kavi Venkata Sud. This Venkata Suri was a brilliant 
poet and is the author of Novvka Charitram in Sanskrit 
verse (now published). He was a disciple of Venkataramapa 
Bhagavatar. Since he gives the dates of birth pf his 
gurn and his guru’s guru (Tyagaraja) in one and the 
same leaf they may be taken as correct. In India’s 
religious and cultural history we had most of our great 
men living for 33 years or 80 years approximately. 
Tyagaraja belonged to the latter category. 


His Pedigree 

Tyigar&ja was a Telugu Brahmin of the Murigina^u 
sect. He belonged to the Bharadvaja gotta and Apa- 
stamba sutra. He. came of the tKakarla vamsa and 

tKakarla is a village in the Combuoa Jaluq of ividep. 12 
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belonged to the group, Chenikuruvallu. In the 5th kanda 
padya at the commencement of his opera, Nowka 
Charitram , he refers to himself as the moon of the 
Kakarla samudra:— 

Kakarlambudhi chandrudu - SVikarudaku Tyagaraja 

chittanives'a 

Nauklcharitra monarcheda - S'rikanta chittagimpu 

S'riraghurama || 

In the first verse of the Mafigalashtakam of Walaja- 
pet Vehkajaramana Bhagavatar 

S'rimat k&karlavams'abdi chandrayamala tejase 
Phrriaya pmjyas'ilaya Tyagarajiya mangalam il 

and in the Dhydna s'lokas in praise of the composer 
we find a similar reference. 

Tyagaraja refers to his being the son of Ramabrahmam 
in the mudra charaija of the Kriti in Bilahari Riga 
Dorukuna ituv anti $8va, 

Ramabrahma tanayuda Ty&gar&jut&badiichu nuchagi 

and also in the phalas'ruti to his opera, Prahlada Bhakti 
Vi jay am :— 

Staramabrahma tanaya TyagarajSna nirmitam 
Pr ahlada bhaktivijaya prabandham bhuktimuktidam II 

From p. 11 J Kurnool District. The remote ancestors of Tyagaraja 
who lived in that village were encouraged during the reign of the 
Vijayanagar Kings to go and settle down in South to propagate 
Hindu culture. It may be of interest to note in this connection 
that words like satiga peculiar to the Rayalaseema dialect occur 
in the Sahityas of Tyagaraja* 



EARLY LIFE AND EDUCATION 


13 


Tyagaraja’s mother was Sitamma and she exercised 
not a little influence .in moulding his character. The 
bard of Tiruvaiyar casually alludes to his parents in the 
pallavi of the Kriti, in Vasauta raga ** Sitamma m<&~ 
yamma ? Sri Ramudu ma tandri ” 


PANCHANADA BRAHMAM 


Sadas'iva Sadananda Sachchidananda Bala Giriraja 

Brahmam Brahmam Brahmam Brahmam Brahmam 

(Giriraja Kavi) 


Rama Brahmam 


» i i 

Panchapakesan R&manathan Tyagaraja 

(Jalpesan) 


Tyagaraja’s great grand-father was Panchanada Brah¬ 
mam. He had five sous and the last of them was Giri¬ 
raja Brahmam or Girir&ja Kavi. Sad&shva Brahmam, 
Sadananda Brahmam, Sachchidananda Brahmam and Bala 
Brahmam were the names of his other four sons. Two 
of them Panchanada Brahmam and Sadananda Brahmam 
became yogis early in their life and went to Sadananda 
Kdna, a cave near TiruvaUJjamalai. They did not return 
afterwards. Giriraja Kavi was a poet and composer. He 
was a samasth&na vidvan during the reign of Shahaji 
Maharajah (1634 —1711). Shahaji Maharajah is well known 
as the author of the beautiful dance drama in Telugu, 
Pallaki S&vd Prabandham* This dance drama was 
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performed in the Tiruvarur temple on festival occasion* 
in the past, Giriraja Kavi wrote Yaksbagauas and songs 
on vedantic themes. He had five sons and of them 
R&ma Brahmam became a renowned scholar. Rama 
Brahmam had his Rama nama sutrapi from the Holy 
Pontiff of Marudanallur Majh near Kumbakonam. Rama 
Brahmam married SUamma. Three sons were born to him. 
They were named Panchapakesan, R&manathan and 
TyagarUja. Ramanathan died young and Panchapakesan 
also called Jalpfean lived to see Tyagaraja’s glory. 
Jalpesan has been more sinned against than sinning. 
He was not such a cruel and heartless person as made out by 
some writers. Of course, it was a pity that he could not see 
eye to eye with the ideals that actuated his youngest 
brother. When Tyagaraja refused the tempting offer 
from the Royal source, Jalpesan burst forth :— 

Nt Rama bhajana pottakayena? bha$akayana? 

(These were the actual words uttered by him)* 

“is your Rama bhajana going to. feed your stomach or 
get for you clothes?” 

It was just a human reaction to TySgar&ja’s spirited 
reply in his well known Kriti u Ntdhi c hula 


Ty3gar§.ja s s maternal grandfather was Vml . Kalahasti 
Ayyar, a samasth&na vidvan in the Tanjore Court. 
Ty&garfija’s mother was a good singer and she knew a 
large number of the songs of Purandara. D$sa. 



early Life and education 


IS 


The Maharajah of Tanjore saw in Rima Brahmam a 
great scholar and a sterling devotee. He requested him 
to read and expound the RU may ana in his court during 
the R&manavami festival. He gave him a' piece of landi 
in Pasupatiksvil (Tanjore Dist.) and a house in Tirtivaiyar. 
This was the only property left by him to his two sons* 


Tyagaraja’s House 

After the demise of Rama Brahmam the house in 
Tirumanjana Veedhi in Tiruvaiyar was partitioned. The 
northern part fell to the share of Tyagaraja and the 
southern part to that of his brother. The partition of the 
house was brought about by the good offices of the local 
Tahsildar. This Revenue Official was very much interested 
in Tyagaraja. He saw with his own eyes the ^cruelties 
and tortures inflicted on the saintly composer by his 
brother. He thought the best way out of the difficulty 
was to make the brothers live separately. He persuaded 
the brothers to agree to partition. In the division, 
Tyagaraja also got for his share the Ekapijha vigraha 
Which has been the main source of Inspiration to him. 
The partition has done good to both the brothers. 
Tyagaraja was able to get on with his holy work 
without any hindrance. The divided elder brother soon 
noticed his folly and turned a new leaf. 

i ' 1 

i At present Ramudu RhS-gavatac, ; the great grandson 
of Jalpesart (the elder brother of Tyagaraja). lives in 

♦It is said that once Jatpesan commanded Tyagaraia to stand 
in the street In sun for sometime, for some trivial offence. 
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the southern part of the house. The picture of Kodauda 
Ramasviimi presented by Wal&japet Vehkatwaimria Bhaga- 
vataL and which occasioned the song “ Nanupalimpa ’ 
(Mohana) is there. Tyagaraja’s daughter and grandson 
lived for many years in the house wherein the great 
composer lived. Later the house was sold away. This 
house has now been acquired by the Tyagabrahma Aradhana 
Mahotsava Sabha. This place has now become a place 
of musical pilgrimage and thousands from all over India 
flock here to derive musical inspiration and spiritual 
exaltation. The person who purchased this house and 
was living there for some years told me that occasionally 
he and other members of his family got visions of the 
Saint in the Unchavritti * robes and PGja costume. There 
were occasions when they heard even the ringing of bells. 


UPANAYANAM AND MARRIAGE 

The Upanayanam of Tyagaraja took place in his 8th 
year (1774) and his marriage in his 18th year (1784). He 
had an only daughter by name Sitalakshmi, She was 
given in marriage to Akliil&ndapuram Kuppusvamiah. A 
son was born to them and he was named Panchapakesiah. 
He proved a brilliant singer but died a premature death 
without leaving any issue. The widow of his grandson, 
Guruvamma by name, went to her father’s house in 
Tanjore taking along with her the Ekapijha vigraha, 
worshipped by Ty&garSja. She died in Tanjdre early in 
the 20th century. The'vigraha can even now be seen in 
the house in Varahappier lane, Tanjore., where-she spent 
her last days. Tyagaraja’s direct line is, therefore extinct. • 



CHAPTER III 


His Career and Personality 

Tyagaraja was brought up with great care and affection 
by his parent's. He showed early signs of his greatness. 
Even in his teens he showed powers ' at composing. He 
wrote his school-boy compositions on the walls of his 
house. The father noticed them and felt a certain amount 
of legitimate pride. He had them shown to such brilliant 
scholars of the time as Ramas'esha S'astri and Bhashyam 
Krishna S'astri. They opined that those compositions 
were of real worth and deserved preservation. 
u Namo Nam5 Raghccvaya ” and tl T avddftsGhatn 9 * 
(both of them, Divyauama Kirtanas and in Punnagavar&li 
raga) are two of his earliest attempts.' Thus Tyagaraja 
started his career as a composer of devotional songs. 

Tyagaraja as a boy became familiar with a number 
of Divyanama kirtanas of -Vijaya Gbpida and other com¬ 
posers sung by his father during bhajanas. Naturally, 
he first exercised his creative talents in the direction of 
composing Divyanama kirtanas, Tyagaraja’s mother Com¬ 
manded a large repertoire of the songs of Purandara 
Dasa (1484:—“1564) and he learnt a number of them 
from her. 
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Tutelage under Sonti Venkataramanayya 

As a boy lie went every morning to the garden to 
pluck flowers for his father’s puja. This garden lay in 
a place called Andanarkurichchi which was at a short 
distance from the North Mada Street of Tiruvaiyar. 
On his way he halted in front of the *house 
of Sopti Venkataramanayya (also called Sojti Vila 
Vehkataramaija Das) and listened to the music lessons 
given by him to his disciples. One day, Ramabrahmam 
noticed this. He requested Sonti Vefikatarama ;ayya 
to teach music to his son. The Guru condescended 
with great pleasure and soon discovered that Tyagaraja 
was a prodigy. All that the Guru could possibly 
teach him was taught to him within the space 
of one year. At the conclusion of the tutelage, 
he blessed Tyagaraja and ushered him into the 
world of music. 

■ Tyagaraja made an intensive preparation for his 
career as a composer. He came of a family noted 
alike for its literary and musical scholarship. He 
studied Telugu and Sanskrit from his father and attained 
scholarship in these two languages. He also attended 
the expositions of the Ramayaria, given by his father 
and this enabled him to get an intimate knowledge of 
the great epic. Early in his life he digested all the 
available works on music of the time. The thorough 

*Thi$ house was situated near the corner of the North Mada Street 
and the lane that led to the Andanarkurichchi. This is a south-facing 
house and now bears the door No 86 This house, until some years 
back was the property of the Sonti family. It has since been sold and 
an advocate resides there now. 
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mastery of the science of music enabled him in later 
years to compose with a certain amount of self-confi¬ 
dence. If he has composed a number of kritis on the 
theme of the greatness of music and on the value of 
a knowledge of sarigita s'Sstra, it was because, his intensive 
study of musicology enabled him to correctly evaluate 
such knowle Ige He refers to various musical authorities 
in the kritis : Vidulaku mrokktsda (Mayamalavagaula ruga) 
and Sangita Uanamu (Dhanyasi ragah Though the works 
of some of these Authorities have not come down to 
us, yet it is certain that he must have had access to 
them. It may be remembered in this connection that 
the contents of a number of works were remembered 
orally in former times. It is a pity that with the 
advent of printing, this capacity to memorise is 
gradually on the decline. 

His knowledge of musicology enabled him to create 
many rag as and compose splendid compositions in them- 
That knowledge also enabled him to define and make 
clear, the individualities of those ragas which were in 
a somewhat nebulous condition. He was a composer 
with a'vision. He saw into the future and laid the 
foundations for the further development of South Indian 
music along correct lines. 

Tyagaraja started his career at a time when there 
was a wealth of musical genius in the district of Tanjore. 
This district is the brightest spot on the musical map 
of South India. It is also the densest spot having to its 
credit, the largest number of lakshaflakaras, musicians 
and composers. The number of the musical luminaries 
that adorned Tanjore exceeds the number of the musical 
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luminaries of all the other districts of South India put 
together. For an unbroken period of nearly three centuries 
{1600—1900). Tanjore has remained an important seat 
of music. The Naik rulers as well as the Mahratta 
Rulers were great scholars and patrons of the Art. 
Their courts were adorned by eminent poets, musicians 
and composers. Even musicians and composers from 
other provinces came to Tanjore to win laurels. During 
the time of Tyagaraja there were as many as 360 vidvans 
in Tanjore Court and each vidvan had the privilege of 
singing or performing in the Royal presence in the 
Sangita Mahal (concert hall) for only one day during 
the +year» For this annual exhibition of his talents, 
each musician strove his best in order to maintain his 
dignity and rank amongst the brother compeers. 
Some musicians specialised in ragas of their choice. 
Those who achieved eminence in particular ragas were 
dubbed with the names of the ragas themselves, as a mark 
of recognition. Posterity remembers with pride such 
names as Todi Sitaramayya, Atha$a Appayya and 
Sahkarabharapam Narasayya. 


UNCHAVRITTI 

Tyagaraja lived a simple, devout life—a life inspired 
by the high ideals of plain living, high thinking, 
poverty and service to humanity. Excepting a portion 
of the ancestral house and some land, he had no 


$The unique honour and privilege of singing on the New Year 
Day fell to the lot of Sonti Venkatasubbayya, the father of 
Tyagaraja’s Guru. 
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property worth the name. He maintained his family 
and the large number of his disciples through unchavritti. 
In addition to the sishyas, there were a number of 
musicians, pandits and bhagavatars who came and 
stayed as his guests for varying periods, ranging from 
some weeks to months, to derive inspiration and spiri¬ 
tual solace. Tyagaraja started for unchavritti once a 
a week and what be obtained was sufficient to 
maintain himself,. his family, his sishyas and the fluc¬ 
tuating number of visitors. Sometimes he was invited 
to perform unchavritti bhajanas in neighbouring places 
also. 

• « The career of unchavritti is one of austerity, 
rigour, hardship and discipline. It is in this context 
that we have got to admire Tyagaraja for his rigid 
adherence to high ideals, by refusing the tempting offer 
from the Ruler of Tanjore. 

Incidentally it may be pointed out that unchavritti 
is one of the holiest of vrittis or careers. It is taken 
to by persons with a spiritual bent of mind. It 
blesseth him that gives and him that takes. There is 
nothing <femeaning about unchavritti. Unchavritti 
bhagavatas are not a liability on the society. They 
live on what is freely and willingly offered- They 
spend the afternoons and nights in giving religious dis¬ 
courses and in that manner contribute to the spiritual 
elevation of humanity. Every religion enjoins upon a 
person to part with a fraction of his earnings by 
way of charity. The unchavritti bhagavatas were learned 
men and noted for their piety. They were Satpatras 
U.e. deservingly virtuous persons) to whom' the grahastas 
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(house-holders) gave voluntarily, When the ucnhavritti 
bhagavata went along the streets, singing the hymns of the 
Lord, residents from the houses on either side came 
out with reverence and offered him rice, dhall and 

other articles of food. 

/ 

It is significant that in the song “EimaUu tirigzdi* 
in Malavas'ri raga, Ty&garaja says that he had to gather 
articles from salt to camphor (an idiom which means 
and includes all the necessaries of life) through uncha - 
vritti. 


By the middle period of his life, his name and fame 
as a composer of front rank had spread far and wide. 
Rasikas and musical luminaries from distant places 
came to pay their respects to him They told him how 
in far-off places, his songs were sung and how their 

long cherished desire to see the author of those com- 

$ 

positions had at last been fulfilled 


One of those luminaries to visit Tyagaraja was 
Gopinatha Bhattacharya, a musician of eminence at 
that time in the North. It was during his visit that 
Tyagaraja sang the song in Todi raga beginning w T ith 
the words “ D&s'arathB S nl runamu” He says in the 
anupallavi, “Oh Rasika sfiromani (Rama) 1 who has 
made my name shine in the distant lands and to my 
hearty satisfaction...etc.” We find the same idea echoed 
in his later piece u l vamdha Mvayti” in Sahana raga, 
wherein he says “Oh Lord! who has established my 
renown in the whole world.” 
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Tyagaraja was alive to the fact that his compositions 
were of a sterling character, that they originated from 
a higher source and that he was only a medium to 
give ■ utterance to them. In the abovementioned piece in 
Todi raga, he says, “Oh God who taught me the kirtanas 
which conferred prosperity and salvation.” The word 
“bodhinchina” significantly reveals the fact that those 
songs were just whispered into his ears. In the kriti 
“Chintistunnade” in Mukhari raga also, there is a 
reference to the supreme quality of his kirtanas. 

SVARARNAVA 

That TylgarSja, had digested the famous work 
Svararnava (obtained providentially), is proved by the 
charaija of the kriti, 4 c Svararagasudharctsa* in Sankara- 
bharapa r5ga. There he refers to himself in these terms, 
“This Ty&garaja who has understood the mysteries 
of Svararnava." From the same song we learn that in 
that work, the science of music was treated of in the 
form of a dialogue between S'iva and Parvati. 

In the excerpts of this work now available, we find 
the lakshanas given for those ragas which we come 
to know of for the first time through Tyagaraja's 
compositions. This work again contains the interesting 
s'lSka;— 

Atma madhycc gata ; Prana ; 

PrUnfo madhya gato dhvani : 

Dhvani madhya gatb ndda; 

nczda ntadhy I SadUsdva ; 
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CHAPTER IV. 

SEQUEL OF THE CRISIS—FURTHER TRAVELS, AND 
RESIDENCE IN PARIS. 

1620-28. 

§18. As soon as Ms fevered imagination had cooled, he 
determined at once to produce his invention, and notes 
that on the 23d February (1620) he was thinking of 
finding a publisher; but presently he changed his in¬ 
tention; and this treatise, which was certainly not the 
Discourse on Method , is by Baillet suspected to have 
been possibly the Ohjmi>im y though he found this MS. 
in a state wholly unfit for publication. We are now 
able to make another suggestion. During the agitation 
of the previous months, Descartes had heard much of 
the Rosicrucians,—a hidden confraternity who were be¬ 
lieved to have attained some mysterious key to natural 
knowledge apart from theology, and who were supposed 
to be spread all through society. A considerable litera¬ 
ture of attack and of apology as regards this sect then 
occupied public interest. Baillet tells us (i. 88) all that 
was then known about them. In a MS. called Cartesii 
liber de studio bonce mentis ad Musceum, Descartes con- 



PLATE IV 



Tirumanjana vldhi in Tiruvaiyar — The house where Tyagaraja lived has 
the pandal in front, decorated with plantain trees and festoons. 









PLATE V 



The temple of Pra^atartihara in Tiruvaiyar. 
View of the Eastern Gspuram. 
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IS, one Haridas (Ramakrsrta Yatindra) from Kanchi- 
puram came to him and asked him to recite Rama 
nama 96 crores of times. Tyagaraja took it as a com¬ 
mand from the above and completed the sacred task in 
21 years. He recited on an average 1,25000 namas every 
day. His wife also joined him in this task. During 
the afternoons, he used to sit in the mantapa of the 
temple called Dakshirta Kailas and carry on his Rama 
nama Japam.' This temple is on the southern wing of 
the Panchanadis'varasvami Temple of Tiruvaiyar and it 
was in this Dakshipa KailSs temple, that Appar (7th cent.) 
had the darshan of Lord S ; iva. 


India has produced eminent Ramabhaktas like Rhadra- 
chalam Ramadas, Kabirdas and others, but not one of 
them is credited with having recited the name of the 
Lord 96 crores of times. This supreme achievement 
is the glory of Tyagaraja and it is no wdndftr that 
he became the recipient of Rama’s grace. 


The reciting of 1,25000 Rama nama every day is a 
stupendous task but not impossible of achievement. ■ It 
requires firmness and faith and tenacity of purpose* 
Those who have some experience of reciting Rama 
nama know that on an average, a person can recite 
about 7000 namas an hour. \ 


Tyagaraja’s father himself as already mentioned * on 
p. 14 had the upades'a of the Taraka mantra from 
the Holy' * Sadguru Svami of Marudanallur Muj:t and 
Tyagaraja had seen his'father doing .Raftia nama avritti. 
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During the course of this austere penance, Lord s'rl 
Rama blessed him with Darshana many times. Pieces 
like f Ela -m daya radii ” (Athapa raga) and “ Kanugonfiiu 1 
(Bilahari raga) were composed by him marking such events. 
At the conclusion of each crore, he invariably had 
some concrete proof of Divine Grace. 

He pays homage to this Ramakrs^a Yatlndra in the third 
invocatory ka$4apadya to his opera l Nowkd Chari tram' 

One morning, Narada, in the guise of a Sanyas'i 
came to Tyagaraja’s house and listened to his music. 
Leaving some musical works behind him, he said he will 
return for biksha (meal) after a bath in the rive: Kaveri. 
Tyagaraja waited and waited and there was no trace at all 
of the sage. He fasted all day. In the night the sage 
appeared to him in dream and revealed that he was 
Narada and that he had come to present him with 
some musical works from which he could draw fresh 
light and inspiration. Tyagaraja woke up and scanned 
the bundle of granthas left by the sage. Svararitava 
was one of the works contained , therein and he was 
delighted to see the same. Another grantha in the bundle 
was Ndradiyam* 

It is interesting to note that in Tyagaraja s life, 
•whenever he is in difficulty or whenever he is in need 
of illumination or guidance, a Sanyasi invariably 
appears to him and leads him on to the path of light 
and victory. 

For instance, when he was five years old, he was 
seized with a dire ailment which almost proved to be 
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fatal. His father who was disappointad with his first 
two sons, had pinned high hopes on his third son and when 
this disease overtook him he felt very sad. During 
the critical moment, a Sanyasi came and told him that 
the boy will be alright the next day and as per the 
prediction, Tyagaraja completely recovered the next day, 
Likewise the personage who came and gave him the 
Svararnava was a Sanyasi and the personage wh© 
asked him to recite Rfima riant a 96 crores of times 
was a Sanyasi. 


Personality 

Tyagaraja had a saintly face and an inspiring per¬ 
sonality. He was lean and tall - about 5 feet 9 inches in 
height. He had a long neck and was fair-skinned. He 
wore a tulasi ma$i mala round his neck. It was an 
inspiration and a spiritual experience for anyone to have a 
dars'an of Tyagaraja in his unchavritti costume. 

Steeped in Rama Bhakti, Tyagaraja gradually rose 
from humanity to divinity* Luminaries like him have 
contributed to the elevation of India in the eyes of the 
world. In enunciating the dictum that one can commune 
with God through nadQpasana or the medium of pure 
music, and not necessarily through hymns of praise, he 
has earned for himself a place amongst the world’s greatest 
thinkers. 

Tyaga raja’s life is full of interesting, inspiring and 
thrilling incidents. His reactions to some of the actions 
of his disciples, his appreciation of good music from 



28 


GREAT COMPOSERS - BOOK IS 


whichever source it emanated and his charitable attitude 
to those who were jealous of his eminence, all reveal 
to us the man - Tyagaraja. These incidents help us to 
draw a correct pen picture of the psychological frame-work 
of the greatest composer of South India. He used dignified 
language even when provoked. 

Tyagaraja had the humility and simplicity characteristic 
of a great man. He was easily accessible to one and all. 
The wisdom that people acquire late in their lives, 
he acquired in the early period of his career itself. He 
established that what really mattered in this world was 
divine grace and all the rest were of mere ephemeral 
value. His answers to many human problems are charac¬ 
terised by straightforwardness and charity. His life has 
a deep moral lesson for us. The trials that he had to 
undergo and his emerging out of them unscathed each 
time, only confirm the truth of the statement, “Come, 
what may, as long as you adhere to the path of right¬ 
eousness, God’s mercy is definitely on your side—though 
in haste you may for the time being fail to see the 
purpose of God’s ultimate justice.” 



CHAPTER IV 

His Art, Style and Contribution 

Tyagaraja was an inspired composer. Most of his 
compositions were the product of inspiration* It will 
be interesting to know how his disciples readily recorded 
in notation those songs which flowed, out of his mouth 
during moments of inspiration on Ekadas'i and other 
sacred days. They wrote upon mango planks with steatite 
pencils. These planks were 18 inches long and 9 inches 
broad and \ an inch in thickness. They were coated 

black with the leaves of the plant, Bryonia Grandis. 
One disciple concentrated on the Pallavi and recorded 
the same in notation and went to the bank of the river 
Kaveri which was just a furlong off to memorise it. He 
did not stay for the Anupallavi lest the new music should 
obliterate the impression . of the Pallavi. The second 
directed his attention to the Anupallavi and likewise left for 
another place to memorise it. The third wrote the Charaija 
in notation and he also left for another place to memorise it in 
solitude. The fourth sishya wrote the pure sahifcya, after 
understanding it. When another song came, another set of 
four disciples got ready for the purpose. The next day 
the disciples sat together, consolidated their notes, learnt 
the full pieces and submitted them to the master. The 
great composer, it is said, used to admire the pieces 
that emanated from his mouth during those inspired moments. 
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Tyagaraja will long be remembered as the genius who 
perfected the type of composition known as the Kriti. 
The Kriti is the most important and the most highly 
evolved of the musical forms. The credit of bringing 
this form to perfection goes to Tyagaraja. His Kritis 
are veritable raga crystals and the raga svarupa is patent 
on the face of everyone of them. In his Kritis, we 
find him speaking the language of music in its purest 
form. The individual varieties of different Kritis in one 
and the same raga and his Kritis in ragas which have 
not been handled before him testify to his extraordinary 
creative talents. 

The introduction of Sahgatis as a regular integral 
part of a Kriti is the most outstanding feature of 
his music. Sahgatis are variations on a musical theme 
and he used them for emphasising the latent meanings 
in the Sahifcya or for bringing out the ragabhava in 
bold relief. Thus his sahgatis admit of the classification: 
Sahitya bhava sangitis and Raga bhava sangatis. In the 
kriti Eduta nilachite 9 we find both these types of 
sahgatis. Some Kritis like “ Ch&ra rdva dBmira” in 
Ritigaula raga are decorated with sets of Sahgatis. The 
Sahgatis figuring in the Khnraharapriya piece u Chakkani 
raja” stand as lakshyas for the Sfchaya bhanjani and 
Rffpaka bhanjani mentioned in the SattgUa Ratnakara. 
His variations not only glide into one another in a 
natural manner but there is also a certain appropriate¬ 
ness, regularity and beauty in their sequence* Even the 
deletion of one Sahgati or a slight ■ change in their 
order will destroy the sum-total effect. The “ term Kriti 
is authoritatively used by him in his S'riranjani Song 
ct Soga$uga mridahga fatamn” In a i sisa padya, paying 
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homage to the great bard of Tiruvaiyar, Walajape t 
Vehkatnramarta Bhagavatar refers to Tyagaraja as the 
great composer who composed different types of Kritis 
for the elevation of mankind. 

His Kritis contain apt themes for performing Niraval 
and for developing Kalpana svaras. He showed that dignified 
prose was better suited to the Sahitya of musical com¬ 
positions rather than highfiown poetry. 

There is alogical sequence and a definite scheme underlying 
the progression of the music and Sahitya of his compositions. 
The Pallavi is like a Sutra or a theorem and contains 
a general statement or enunciation. The Anupallavi is 
like a vritti and is a development on the Pallavi theme. 
The Chara^a is like the hhashya and constitutes the 
further elucidation and amplification. The piece ^Vina- 
msa komyuiinanura” in Prat&pavarali raga can be cited as a 
typical instance. In the Pallavi he says ^Vmanasa koni- 
yunu&nura” (I am desirous of listening to, Oh Rama). 
In the Anupallavi he further develops the idea by saying 
* *Manasaraga vinulavinduga” (I am anxious to listen to with 
all my heart the sweet words). What those sweet words 
are explained in the CharaUa Sitarama#it5,” etc. 

The incident referred to here, belongs to the Uttara 
Ramayana. One day Rama and Sua played the game of 
c< PaUahgirihi” in their private chamber- At the conclusion 
of the game, both of them had a delightful conversation. 
This conversation was overheard by Aujaueya and Bharata 
and they feasted _their ears. Tyagaraja in his inimitable 
poetic style says Oh Rama 1 I am anxious to listen to 
that sweet conversation with the same fervour as Bharata 
•and Anjaneya”. The composer adds special weight to 
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the piece by his Sahgatis 00 the phrase f * Amadhara- 
raaina palukulu” (the sweet words) in the auupallavi. 

Tyagaraja’s Sahityas are correct models lor the matu 
of musical compositions. The mellifluous flow of the 
language, the easy diction and the sweet sounding words 
succeeding one another in a natural manner endow his 
songs with a special charm. The songs abound in lofty 
thoughts, noble sentiments and homely comparisons. Plenty 
of sage utterances like “The life which is spent in swim¬ 
ming in the ocean of your devotion is the life well 
spent” (Ni bhakti bhdgya sudha) might be culled from his 
compositions. The truths enshrined in the Upanishads are 
presented by him in a simple style and in a manner 
capable of being understood by the man in the street. 
It is for this reason that his songs are referred to with 
reverence as Tydga BrahmOpanishad . There is an answer 
to every human problem in his songs. The abundance 
of feeling running through his compositions, the polished 
nature of their music and their haunting melody have 
endowed his songs with an additional charm. Divyanama 
Kirtanas in Sanskrit like “VaralUa gcina iQla” reveal his 
amazing command of the classical language and his 
extensive vocabulary. 

Half of his compositions relate to the story of the 
Rdm&yaita, These songs are captivating interest. Whereas 
in the songs relating to the Ratndyaita, he uses the name 
Rama in the sense of the hero of the Ramayana in his 
other songs he uses the same word as meaning Parabrahma. 
When Prahlada addresses his prayers to Rama, in his opera 
Prahlada Bhakti Vijayam , Tyagaraja was not guilty of 
anachronism. By Rama, Prahlada meant only Parabrahma. 
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Tyagaraja has also left behind him a few San- 
kshepa Ramayatta Kir tanas, i.e. Kirtanas which are an 
epitome of the great epic. €e Vinayamu nanu Kausnkttni 
(Saurashtra raga), “SVz Rama Jayarama ” (Yadukulakam- 
bhoji raga) and “Sri Raghukula" (Hamsadhvani raga) are 
examples. In some compositions like “Vachama gdcharame 
manasa” he tells us some incidents in the lives of Rama 
and Sita which are not mentioned in the Valmiki, Kamba 
and Adhyatma Ramayaiias. 


His Contribution 

Tyagaraja has composed in all the 72 Mela ragas. 
Deriving inspiration from him, composers like Pallavi 
Seshayyar and others belonging to his Sishya Parampara 
have also composed in all the 72 mela ragas. We owe 
our knowledge of many rare ragas to Tyagaraja. Ragas 
like Bahudari, Chenchukambhoji, Dihpakam, Devamrta 
varshinti, Gambhira vaii, Garudadhvani, Janaranjani, 
Kokiladhvani, Mayuradhvani, NabhSmarii, Nadatarahgini, 
Nagasvaravali, Navarasakanuada, Phalaranjani, Saramati 
Umabharaijam, Suposhirii and Vijayas'ri in all of which 
he has composed brilliant Kritis are neither mentioned in 
the Sangita Ratnakwa nor any other standard work on 
music. His compositions in rare ragas and in ragas not 
mentioned in earlier works are a magnificient contribution 
to the music of India. It is possible that either he 
created these new ragas himself or got clue for them from 
the work “ Svararnava” which the sage Narada is said to 
have presented to him. There is internal evidence in his 
Kritis to show that Tyagaraja mastered the secrets of 
musical science through this work “ Svarantava”. 
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Tyagaraja lias composed for all types of voices. 
Pieces like u Najivadhara” in Bilahari raga and a Bar ini 
tclusukonti 15 in Suddha Saved are sufficient to tax the 
vocal powers of the most talented singers. Many of his 
compositions shine with remarkable beauty when per¬ 
formed on instruments or by an orchestra. His Pancha- 
ratna pieces in Nata, Gaula, Arabhi, S'draga and Varali 
are a class by themselves. 

Like the Tevarakaras and other Saints of South India, 
whenever he visited a shrine in the course of his pilgrimage? 
he composed songs (usually five) in praise of the local deity. 
His Tiruvottiyur PaTicharatnam, Kdvur PaTicharatnam , 
and N a gap ura PaTicharatnam are wellknown examples. 
His disciple Vina Kuppaiyar followed in his footsteps 
when he composed his Kalahastfs'a PaTicharatnam and 
Vcnkates'a PaTicharatnam. Tyagaraja is the first South 
Indian composer to attempt pieces in Des'adi talas. 

South Indian devotional music has been enriched by his 
Bivyanama Kirtanas and Utsava Sampraddya Kirtanas 
in Sanskrit and Telugu. Clothed in simple, sweet and 
melodious music, these songs are widely sung. Some 
disciples of his like, Chowna Venkatachalapati Bhagavatar 
of Ayyampet were so enamoured of these compositions, 
that they learnt only these Kirtanas. 

Tyagaraja has rendered signal service to Indian music by 
immortalising many folk tunes in his operas and devo¬ 
tional songs. 

TyagarSja is a great teacher of mankind. He has 
embodied in his compositions all the truths enshrined in 
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the Upanisads and sacred lore. There is an answer to 
every human problem in his songs. 

In some of his songs, Tyagaraja depicts faithfully contem¬ 
porary life? manners and customs. Students interested in the 
social life of his times will find in his songs useful material 
to draw upon, 

A person may hear Tyagaraja’s compositions any number 
of times and each time he will feel a refreshing beauty 
about them. Distinguished musicians of the time sat at his 
feet as disciples and learnt his songs. Some disciples were 
with him for long periods of 20 years and even more. 


His Operas 

Tyagaraja is the father of the modern Geya Natakam or 
opera. Before him there were dramas and dance dramas 
like the Kuravanji n at aka, Yaksha gana, Kathakali and the 
Bhagavata-mela-nataka Tyagaraja knew the art and science 
of Dancing. He saw the magniftcient dance dramas in 
Telugu performed in Merattuc under able guidance and 
direction of Merattuc Venkatarama S'astri. He also 
saw the Pallaki Siva Prabandham in Telugu (the work of 
Shahji Maharajah) performed in the temple at Tiruvarur. 
The idea of writing dance dramas did not appeal to 
him. He boldly conceived the idea of writing a pure 
musical drama, divorced from dance and succeeded 
remarkably. It is but natural that the pure opera should 
emerge from the dance drama in a country wherein dance 
was considered a part of music. His Prahlada Bhakti 
Vi jay am in 5 Acts will take about five hours to perform—the 
time that is required for performing Wagner’s u MASTER 
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SINGER 11 . The Nou'ka Charitram is a shorter opera and 
will take about two and a half hours to perform. His operas 
are the product of a mature musical and poetic intellect. 

The dance dramas of his time were all performed in the 
holy precients of particular temples and they could not be 
witnessed elsewhere. Seeing the circumscribed character of 
the appeal of these Nritya natakas, he wrote his operas which 
can be given as recitals and performed in any place with an 
art atmosphere. In an opera, the elements contributing 
towards rasa effects are the music } language and action besides 
the scenic settings. 

Tyagaraja is a gifted writer of operas. His three 
operas: Prahlada Bhakti Vi jay am, Nowka Charitram 
and Stta Rama Vi jay am in Telugu are splendid com¬ 
positions and entitle him to be ranked as the greatest 
writer of operas. His genius as a play-wright, his powers 
at effective characterisation, his dramatic instinct, his 
literary and poetic skill, his powers of imagination and charac¬ 
terisation and his gifts at melody-making are fully revealed 
in these three works. The soliloquies put in the mouth 
of Prahlada capture ohr hearts. His operas are ideal 
lakshya granthas for the topic of raga and rasa. We 
also come across high-flown poetry here and there. 

Tyagaraja observes the classical unities asso¬ 
ciated with Indian operas. For example, it is a rule 
that the opening and the closing song of an opera 
should be in the same raga and also that that raga 
should be an auspicious raga. In the Prahlada Bhakti 
Vijayam, we have the opening song tc &r$ Ganapatini v in 
Saurastra raga and the closing song is the universally 
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sung mangalam in Saurastra <: Ni itain a rupamulahu In 
Nowka Charitram , the opening song ‘ Srngarinchukoni ” 
is in Surati raga and the closing song is the niangakm 
in Surati raga a Makulamunakiha”. It is worthy of note that 
Tyagaraja has indicated even the ragas in which the 
different padyas (verses) of the operas should be sung. 
The musical dialogues and dvipadas in the operas are 
appropriately enough presented in the same dhatu (musical 
setting). His Chucnikas, Kanda pndyas, Sisa padyas, 
Utpalamalas, Champaka malas, Sardulas and Utsahas rise to 
the level of high class literature. He has given life to his operas 
by introducing appropriate fictitious incidents and characters. 
All the songs in his operas bear his signature. 

Sita Rama Vijayam 

Sita Rama Vijayam is not so well known as the 
other two operas. The story of this opera relates to 
the Uttara Ramayana. The fampns~yM ece in KambhSji raga 
u Majanaki Chettabattaga ” is sung by one of the characters 
addressing sVi Rama in the strain ‘Oh Rama- You 
attained this greatness because you married our Janakh” 
On the eve of S'atrugna’s departure with the horse prior 
to the performance of the As'vamedha Yaga, Rama gave 
his younger brother a long sermon on Yuddha Dharma 
(code of conduct to be observed during war): that he 
must not fight an enemy during night time; that 
he must not kill an enemy while the latter is sleeping, 
etc. At this Lakshminidhi one of the characters remarks 
to Rama in a satirical manner:- ‘As if you yourself 
practised these dharmas during your Yuddha. How 
did you kill Vali? What is the justification for killing 
Tataki etc. The portions relating to this episode in the 
opera form delightful reading. 
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PRAHLADA BHAKTI VlJAYAM 

The Prahlada Bhakti Vijayam is the longest of his three 
operas. It consists of o acts. In all 45 songs figure in this 
opera. Some of the songs are in the Kiiti style and some in 
the style of Divyanama Kir tanas. There are also beautiful 
kanda padyas, sisa padyas, utpalamalas, champakamalas and 
dvipadas. The prose passages here and there explain the 
connecting links in the story. The famous churnika “ Jayatu- 
jayatu sakala nigamdgama v describing the greatness of 
Vaikuntha figures in Act II of this opera. 

The name of the opera is Prahlada Bhakti Vijayam and 
not Prahlada Bhakta Vijayam. It is the triumph of 
Prahlada's Bhakti that is significantly sought to be conveyed 
in this opera and not the life-story of Prahlada. Appro¬ 
priately enough, Tyagaraja has introduced many fictitious, 
incidents not found in the original story, Prahlada Chari - 
tram It Is open to a poet to introduce in a story, fictitious 
incidents for the purpose of heightening the interest in the 
play and for subserving the purpose, he has in view. 
Bhava pusti, Artha pusti and beautiful music are abundantly 
seen in this opera. 

Throughout this opera, Prahlada refers only to Rama. 
The significance of this can be understood only when it is 
remembered that to Tyagaraja, Rama was Parabrahma. It is 
not, that the composer was unaware of the fact that Rama- 
vatara took place after Narasimhavatara. Through Prahlada, 
Tyagaraja tells us what is true bhakti and what will be the 
reactions of an ideal bhakta to certain trials and ordeals. 
Rot hin the introductory dvipada and in the phalas'ruti at the 
end, he refers to himself as the son of Ramabrahmam. 
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Tyagaraja has been a shrewd observer of men and human 
foibles. Not only does he reveal this in the opera but also 
gives his own views, concerning some of the controvertial 
problems besetting our society. 


The opera opens with the invocatory verses in praise of 
Vishvaksena, Sarasvati, Narada, Tulsi Das, Puranclara Das 
and Bhadrachala Rarnadas. There is a significance in his 
praising Narada. Apart from the fact that he believed 
that the Sanyasi who came and gave him the “ Svararttava” 
was Narada, it may be pointed out that whenever Tyagaraja 
was in distress, a Sanyasi significantly appears before him 
•and leads him on to the path of light and brings relief to 
him. 

The song “Sri Gattapatini ^ in Saurastra raga is the 
Ganesa Khtana for this play. In the mahgalam cc Ni nama 
rupamulakm ” (Saurastra raga) figuring at the end of the opera, 
it may be noted that in the charana ‘Prahlada Naradadi 
BhaktuhT, the name Prahl&da occurs even before Narada. 
This shows that to Tyagaraja, Prahlada was the greatest 
bhakta, the world has produced. The second song cc Vdsu- 
d&vayani ” in Kalyapi raga is sung by the Dauvarika. 
The story now begins. 


The Stort 

Prahlada in serpent bondage is thrown into the sea. The 
Sea-King feels honoured that the great Prahlada Yogi has 
come to him. He welcomes him and looks to his comfort. 
Garuda is prayed for. He comes. Immediately Prahlada 
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becomes freed from the serpent bondage. Prahlada 
thanks Samudra Raja in the son g^Varidhi niku” (Todi raga) 
and requests him to explain the marga (path) for attaining 
communion with Hari. 

In Act II, Prahlada prays incessantly. “Vandanamu 
Raghuncmdana ” in Sahana raga, couched in the Divyanama 
style is sung by Prahlada. This beautiful prayer song is note¬ 
worthy for its s'abdalankara. Narada appears on the scene 
and describes to Prahlada the greatness of Vaiku£tha. He 
also informs him that Hari was just preparing to leave 
Vaikufttlia to come and give darsan to him (Prahlada). 

At this juncture, a beautiful sisa padya describes the 
humorous dialogue that took place between Hari and Lakshmi 
in Vaikuiitha. 

In Act III, there is the beautiful svagata dam (musical 
soliloquy) c< Ennaga manasuku rani ” in Nilambari laga. 
Says Prahlada; “What is the use of the eye that is not able 
to see Hari and what is the use of the pupil within that eye ? 
What is the use of the nalika (tongue) that is not able to sing the 
praise of God and of what earthly use is the sutramalika (the 
sacred red thread tied ronnd the upper right arm of 
Bhagavatas, initiated into the Bhagavata cult)? Hari comes 
and gives dms'ana and Prahlada is drowned in the sea 
of celestial bliss. 

In Act IV, in order to proclaim the greatness of PrahMa’s 
devotion, Hari subjects him to some tests. Says Hari “Oh 
Prahlada l Ask any boon, I shall grant thee”. Prahlada 
undeterred replies beautifully in the song H Varija nayana ” 
(Kedaragaula raga). Hari praises Prahlada ? s nija bhakti. 
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The mangalam in Ghatita raga h< Ja^a mangatam ” concludes 
the IV Act. 

In Act V, Had tells Prahlada that he (Had) must go back 
to VaikuiJtha. In order to forestall him, Hari however tells 
in a beautiful sisa padyam that He delights in living in the 
hearts of his bhaktas. Prahlada movingly replies in the song 
in RItigaula raga ii Nannu vidichi kadalakurd ^Do not leave 
me Oh Lord! Had however disappears. ‘ f What a sinner have 
I become” moans Prahlada in the song a Enta papi naiti ” in 
Gaulipantu raga. Tyagaraja in a touching sisa padya “ Dhana - 
vantudaivenuka ” recounts what are the unbearable miseries 
in this world. Prahlada repeatedly sings of God in a very moving 
manner. Hari comes back and gives his darshan to Prahlada, 
this time in the company of Lakshmi. Prahlada in great joy 
prays of Hari to come to his abode. 

The opera concludes with a beautiful phalasruti (benedic¬ 
tory verse) in Sanskrit. 

Nowka Charitram 

The first compositions of Tyagaraja to be printed were 
his operas. The bare text of the opera, Nowka Charitram 
was first printed in 1873 and then again in the years 
1885 and 1895. Later on it was included in the com¬ 
plete works of Tyagaraja. The Nowka Charitram was first 
printed with songs in notation in 1939. There are manus¬ 
cript copies of this opera in the Tanjore Sarasvati Mahal 
Library and the Government Oriental Manuscripts Library, 
Madras. In one Manuscript, the ragas to be used for singing 
the several padyas are given. The Nowka Charitram is the 
most popular amongst his operas. 
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In the Noivka Charitrain TySgaraja has shown his 
talent for conceiving musical dialogues and his Capacity to 
compose tunes in ragas appropriate to the situation. His 
capacity for the phrtrayal of rasas as well as the shades 
thereof at'e tevealed in a marked Manner'in this optera. 

The kowkfi ChdriWam is an opera in one Act. It consists 
of five scenes. It tells ‘the story of a boat excursion on tile 
t&ver jumha, the party consisting of Krsda and £0 gopis. 
To witness tlie performance of Nowlia Charitram is a treat 
for the eye and a feast to tlie ear. The story is of captivat¬ 
ing interest, ft is a creation of Tyagar&ja’s imagination. We 
Knbw Bf Rasa kh$d and JalaUrlda^ but Noxvka hrJda has 
nd basis in the Bhagavatam, Rrsria in the play is a Soy of 
about 7 years of age. The description of the River Jumna, 
the Gokulam and the G5pis are as vivid as they are pictures¬ 
que. The navarasas as also shades of some of the rasas are 
depicted in the opera. , 


The Story 

The opera sfcdrts with invocatory verses to Gaijes'ay Sarasvati 
and the great poets. In the third Kandapadya; Tyagaraja pays 
Ms homage to Rruhakf^ Yathidra * who asked him to -recite 
the 96 erores of Rama nama and'by completing which 
TySgar&ja wag abfetd- earn the’ grade of-R&ma* The play 
starts with the Gopi^ setting out 1 otie'evening frohr their 
homes. After some time, they hear Krstia’s fklte and charmed 
byit they golmsearbh of'him; 1 They find hhn- arid dm great 
joy take him ' along. f The - opening song Sml'g&H'tichukom 
describes How they went** singing arid 'dancing aimlessly'? 
surfeited with pleasure. 
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Ultimately they come to the banks of the Jumna. A beauti¬ 
ful description ; of the,river, the sarid-dunes-on the 'river. 
the red-coloured lotus, the iparrpts ,and, the delightful 
follow. 

They now see a silvery .shining boat studded with gem§, of 
alluring beauty, The thought strikes them, that they can - g&> 
on an, excursion in the boat. They discuss, among themselves 
whether to take Kfsna,, the boy along with them.. 


When Krsrta hears them saying 1 thatheis a' bOy, inexpert 
enced In aquatic sporty he‘taunts them bysayipg Don’t you 
know my prowess *? Do not the Vidas proclaim that without 
me not evert a trifle can 1 move in this world etG. The dia¬ 
logue-that follows between K-rsna and the Gopi9 is of interest. 


The Gspis were still undecided. They feared that, Krsfjia 
would again play some mjschief and land them in an 
awkward' situation. ' They recall in song 4 all ‘his previous 

i * f * } ' * * W* i '} l y i J * 11 p ’’ ! | ’'it 

pranks,, and in song 5 Krs$a replies them. 

The G5pis finally agree,.tq take I>rsna with, them and the 

r i,, j , , i f J 1 • -i fr» * * s M > r fV < f., - t ( »*' V* • •* s i it * Jr J 

luxury boat starts on its journey. 

It was a pleasant evening. Ho\y the charming (Jamsels spent, 
the time qfi tljie boat in m^rrimept,, ^ughig, ai^.d , dancing is 
reconn,te<} in so.ngij 6,,?,and 8,. Ty§g^r^ pipt, jiaye jrn$p 
p S py.,b,oat’tfips^ao^,ft^jUveri,,fivsr. In hp days thefe 
no dam to cqntroi $vs waters„gf tip riyer KJyeri. 

TySgp.aja,there'jEprp tfljes yritfi a .cejfaii} first,,.ha^ tagf ? 
legde of boa,t, trpps op piygrs... Jlp qtoj* W?r#. takes pjgee 
on the river Jumnl. 



44 


GREAT COMPOSERS * BOOK II 


The GO pis were inwardly feeling joyous that their long- 
cherished desire of having an opportunity to enjoy the 
spiritual company of the Divine child Krsija, had come to pass* 
Krs$a took as many forms as the number of GOpis on the 
boat and played with each of them. Each Gopi thought that 
Krsija was playing only with her. This kind of illusion was 
created by Him. Drunk with ecstasy, they began to sing 
“ How fortunate are we to make a trip in this boat in the 
divine company of Krs$a!”. Krsna too complimented them 
on their extraordinary charm and beauty. This made them 
remark : “All people including Gods are after all victims to 
women’s beauty 1 Oh Krs$a ! you are no exception to this 

KrsQa suggested that they may ply the oars on the western 
side of the boat. The shrewd GOpis read au intrigue in this 
suggestion ; because by plying the oars on the western side, 
the boat will drift into midstrearndnstead of running parallel 
to the bank. “Enough of your pranks Oh Krshal” exclaimed 
the GOpis. The climax is gradually worked up. The GOpis 
reach the peak of pride in the song in Devagandhari r&ga. 
Devagandhari raga is very useful for depicting the feeling of 
pride and conceit arising out of an undue awareness and 
excessive consciousness of one’s beauty and charm. 

The GOpis totally forgot that there was one supreme 
controlling force above. Krsija by his maya caused a storm. 
It increased in fury and intensity. The situation was 
further aggravagated by blinding lightning and terrific 
thunder. To add to their misery, the boat sprang a leak and 
water began to rush in. The proud GO pis got unnerved. 
They lamented and appealed to Krs$a for help. Pitch dark¬ 
ness enveloped the place and they lost all sense of direction. 
Their sorrow was two fold—that not only were they finding 
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a watery grave for themselves but also that they had brought 
Krsua to this predicament. They prayed to Jumna to save 
at least Krsija, The songs in Ghauta and Punnagavarali ragas 
that depict their plight are very moving. Krsija taunted them 
for having brought him to this unhappy situation. The pride 
of the Gopis now vanished like snow before the Sun. They 
surrendered themselves unto the Lord. Krsua asked them 
to close their eyes and pray steadfastly. They did so. 
Shortly afterwards they happily found that the boat had come 
back again to the place from whence they started. The 
GO pis in great joy organised a colourful procession and went 
back to their homes in the company of Krsua, The opera 
is concluded with the mahgalam “ Makala munakiha n 
and a phalasrruti or a benediction verse. 

Just as a Tyagaraja Kriti can be rendered on an instrument 
and still enjoyed in full, though the instrument cannot 
reproduce the sahitya, the Nowka Chant ram can be given a 
recital and still enjoyed, though not acted. For producing 
the Nowka Chariimm in a proper manner, one requires a 
Theatre with a revolving stage. The superior character of 
its music and sahitya help one to enjoy it thoroughly even 
when given as a Giya charitram. There is classical music of 
the heavy, medium and light types in this opera. 

Through Nowka Charitram , Tyagaraja wanted to communi¬ 
cate the supreme teaching to mankind, that there is one 
Eternal force—ever guiding the destinies of man. If one 
"becomes oblivious to it, trouble starts. 

While the Brahlada Bhakti Vijayam was conceived with 
the background of pure, unalloyed bhakti, the Nowka Chari 
tram was conceived with the background of sfhgara, leading 
to bhakti. • , 
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Group kritiq are a chain of compositions on a particular 
theme. They are qf interest frorp the pcpdemic and! enter¬ 
tainment point, of view. They, serve to, mirrpr to ns certain 
aspects . pf thff genius of a, cqmpoger which often go. 
unnoticed; It is giyen onjy.to a ipv? composers to ponipose 
group kritis-. The nup|ber. of ^ndiv^ufil pieces, constituting 
a gpqup pay he.fry^ or nine. >. , , . , , \ 


t », „ * * , » * « * ' 

, Of the coin port's of group kfifis adorping the pages of, 
South Indian Musical History may be mentioned, Tyagaraja, 
Mutfmsvami Diksitar, {PaUchalinga sthala kritis, Nava - 
graha kritis and Navjavarayp kritis), Syaipa S'a$tri {JSfava- 
ratna malika or 9 kritis in praise of the Deity Minaksi of 
Madura), Svati Tirunal {Navmatri kirtands) and Vpa 
Kuppayyar {KaLahasti&a PaTicho^ratnam and Venkat&s'a 
Pa'thchtyratnam-zrrh kritis each in praise' of Kalahastis'a and 
Venkatesfyaira). The PaTicJufratna vanqas of Karvetnagar 
Govindasamayya and the Yijayaraghavw Paficharatna (5 
Padasb of' Ksetrajpa may also - be ■ referred to' in' this 
connection. ' r *• ! •. 1 ■ • •" »• ■«; 1 - 1 * • 1 


Tyagaraja occupies an. honoured.place amongst the com¬ 
posers of group kritis. He is the greatest apd the most 
prolific composer" 6f this form. Mis poetic skill, his gifts at 
melody, his'capacity to wield the language of 1 music, the 
feciihdity and exuberance of his friusical imagination are all 
revealed in an amazing manner in his group kritis. One is 
easily fmprpsse,d,witl|„fheir Sa$0f madhurya apfl Safiftya 
fr/fva. Tyagaraja )ielqpg$ to that order of composer^ who, 
like sj^rs^ shine for ever- The occasional departure^ fpm thp 
accepted rules of poetic composition and the occurrence 
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of' "nTis v ra l samlsAs and peculiar ■ usages' are to bfe justified 
from the point of" view b£ pdetib liberice and local 
usage. Hfs 1 group krids Arb characterized by 'emotiOiial 
glow; Brief notes on 1 softie ' Of his group IcHhV are 
given Here.’ • " ! ••• ' ■'" *" 1 • ■' * 


■ The Pa^cfinralfiriam (five geitis) in the ghnna rlg'aS: Nita, 
Gaula, Aiabhiy S'-Htaga and Vat&li is Tyigaraja’s most sehb* 
lady cOhMbiition to South Iiidiaft m'uSib. • There is nothing' to 
surp&ss them 'either ftoiir the’ point bf dent of richiibSs of 
tnUsical-'cbriceptidn or the flowing charact'ef of their sahifya. 
His talent for Conceiving melodies of variegated beauty;, inter- 
woveti with phrases of sparkling rhythmical designs is Seen 
dearly in r i those pieces. 1 HoW even rSgas of admittedly 
limited sbope like Gatila beed the" major rSgks in his handS^ is 
seen in 1 a : patent man net. This pfbbibus' composition- has 
earned for him universal admirafioh’. It has' fomid a promi¬ 
nent plACb in the list bf sdng4'sun$‘' during the motnirig Of 
the Annual festival day of the Aradhana MahOtsavam in 
TirtlVatiyif ‘ ! (TdnJdfe feiSfctlbt) 'for yeafs. 'All "the live pieces 
arb Appropriately efldughirrAdi t#Uy the tirh'e-mea'sttre 'whihti 
easily lends itself for- 'elaborate tfehtm£fit Tyagaraja tOOk 
delight iii 1 singing'these 5 piebeS 'during MS U’nch'avdtti.' v ' 


< * i ’ 


1 This Ghdiiai A ag& ' P‘d%cfo&fatfiatft , be\drig$-''td 'His middle 
periodr TWO things synchronised' and Jointly paved the why 
fbr the emergence of thisebmpoSitibii .' 1 ‘ • 1 '" 1 ■ 1 • 1 * • 


' » I * t 1‘ , 


Firstly, there was the criticism by some in his time that he 
was writing light poetry. The age of Tyagaraja was one of 
iiltense'specializafciOh iti creative mus'ie^RSga' SlS'patla, IFana, 
■PaliaVi ’and Svafa kalpahai Many vidV&ns failed to catbh 
immediately the‘Mumbai Significance of'his ‘numerous kritfe: * 
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Secondly; some of his disciples desired their master to com¬ 
pose tana varnas which might incidentally be used as vocalizes. 
The great composer of TiruvaiySr as a consequence planned 
to compose long compositions in the tana style- The length 
of each composition incidentally gave him the needed scope 
to exercise his poetic and musical gifts. The Arabhi Pancha¬ 
ratna, SadhinchenZ was evidently the first of his creations in 
this direction. It is typically in the style of a tana varija with 
the ettugada pallavi, Samayaniki , The last chara$a, Sad - 
bhaktula of this pancharatna reminds us of the anubandbam 
(coda), a feature of the tana varnas of the 18 th century. The 
S'riraga Pancharatna: EndarQ mahamtbhdvulu was next 
composed. There is no ahga corresponding to the ettugada 
pallavi here but the anubandbam Pr&mamuppiri is here. Let 
it be noted that the anubandhams in both these pieces are 
sung only with the sahitya and not as svara sahityas. The 
other three compositions in this group in Nata, Gaula and 
Varali have neither the ettugada pallavi nor the anubandha. 

The Nata raga Pancharatnam (, Jagadhananda k^aka) noted 
for the dignity of the dhatu and matu took the critics of his 
time by storm. These five compositions serve to reveal the 
depth of his learning and his gifts in Samskrt and Telugu. 
To the student of raga and rasa, these compositions are monu¬ 
mental examples to show how such feelings as rapture, self¬ 
introspection, prudence, admiration, sustained joy and humility 
resulting from the recognition of greatness in others could be 
effectively portrayed by particular ragas and special phrases 
in them. 

The anubandhams in the Arabhi and S'riraga pieces bear 
his signature. The plural mudra charanas in the Nata, 
Pancharatna are to be attributed to the fact that the 
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composer himself added them later on. To establish their 
authenticity he introduced his signature in those additional 
charahas* 

The Pancharatnas have a powerful appeal. A high degree 
of technical skill is required to render them „ 

K&vUr PcMcharaifiam, Tiruvottiyur Pa%charatnam 7 
JSJagapuri (Negapatam) Panchamtnam and S’riratlga 
Paricharatnam are each a set of five krjtis in praise of the 
presiding deities of the respective shrioes. The first two 
Pancharatnas were composed during the course of his historic 
pilgrimage to Kanchipuram, Tirupati and other places. 


Kirtana Sataka 

This is a chain of one hundred kktauas on a connected 
theme and this is referred to in the Kriti, Aparadhamulanorva 
(Rasavali raga) by the composer* 

Sataragaratnamtalika 

This is another set of 100 devotional songs composed in a 
100 different ragas and offered by the composer as a garland 
to Hari, When he completed it, he composed the song 
RagaratnamalikacM in Ritigaula raga and in great joy calls 
the bhaktas to see Hari bedecked with his S' ataragaratna- 
mdlika . This work is also referred to in his subsequent kriti, 
ElavaffiratHettukotttwo in Mukhari raga. He says in the 

charaha with some self-confidence Oh R&ma 1 Is it for. 

blessing Tyagaraja who has composed the Satardg&tatna* 
malika that you took avatar in this world? » 
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His Style 

Tyagaraja’s style is simple, homely, beautiful and charming. 
It requires a genius to write a simple style. The Bhagavad . 
gita is in simple language and yet contains the loftiest 
thoughts and expounds the highest truths of Indian philo¬ 
sophy. So too, Tyagaraja adopted a style which at once 
appeals to the scholar and the lay person. He lias followed 
Valmiki in this respect. Tyagaraja’s style captivates not 
merely the upper ten thousand in the society but also the 
ordinary listener. A person who is inclined or is in a mood 
to sing, will burst forth into a song of Tyagaraja, although he 
might have learnt the compositions of many other composers. 
That is the proof of the great composer’s attractive apd capti¬ 
vating style. The great composer adopted this style, because 
he wanted to speak to the humanity at large. The raga 
bhava floats on the surface of his melodies like cream. In his 
compositions there is no need to search for the individuality 
of a raga or requisition a musical microscope for the purpose* 
The raga bhava is lustrously patent at every part of his 
composition. In his compositions, he speaks the language of 
music in the purest form. The haunting beauty of his 
melodies is to no small extent due to their refreshing and 
flowing style. The balanced presentation of pure notes and 
graced notes is an outstanding feature of his compositions. 
Compositions overloaded with gamakas and technical beauties 
leave a feeling of too-much-ness. Tyagaraja realised that 
graces in compositions are best enjoyed only when they are 
in the midst of plain notes. Madhyamakala (medium tempo) 
was Tyagaraja’s favourite tempo. In a few Kritis like 
0 Rmga sayi (Kambhoji raga) he has Worked up a grand, 
majestic and learned style. From the point of view of rasa 
bhUva, Tyagaraja’s compositions are compared to the drlksa 
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rasa. The grapes taste sweet the moment they are put in the 
mouth. It is all juice and no chaff. Many composers of the 
post-Tyagaraja period like Patnam Subrahmanya Ayyar 
(1845-1902) drew inspiration from his compositions and 
adopted his style. The easy and understandable style of 
Tyagaraja is the chief cause of the wide popularity of his 
compositions. Kritis like Enteranitana (HarikambhOji), 
Evari mate (Kambhoji), Sdntamu Inka iSama) and Koluva- 
mar&geda (Todi) are typical examples of his style. 

Pioneer artists like Tyagaraja set up musical standards 
for all times. The polished nature of his music, the 
sublimity of his Sahitya, the homely comparisons, the 
beauty of the language employed by him, the amazing 
richness of his musical conception and the abundance of 
feeling running through his compositions have been res¬ 
ponsible for his being ranked as the star of the first 
magnitude in the firmament of South Indian music. His 
songs please the cultured as well as the uncultured: the 
initiated as well as the uninitiated. His compositions will 
for ever be remembered by posterity with pride and 
zeal. Manambhchavadi Venkatasubbayyar in his song 
“Svamiki sari ” (Devagandhari), Tiruvottiyur Tyagayyar 
in his song “Tydgardje Svdmi Guruni w (Kharaharapriya) 
and Ramnad S'rinivi-sa Ayyahgar in his song u Sad guru- 
svdmi 99 (Ritigaola) and Walajapet Vehkataramapa Bhaga- 
vatar in his Mahgalastakam "Srimad Kdkdrla Vams'dbdi” 
have paid homage to the great composer in glowing terms. 



CHAPTER V 


Tyagaraja and Bhajana 

With Tyagaraja, a fresh chapter in the history of 
Bhajana begins in South India. He made this democratic 
form of worship more popular and appealing, by laying 
equal emphasis on the musical and devotional rendering of 
sacred songs. He also bridged the gulf that was threa¬ 
tening to develop between the bhagavatas and sahglta 
vidvans. 

Since the days of Tallapakam Chinnayya (15th century) 
the Bhajana as a form of group worship took deep root in 
the spiritual life of South India. Every temple came to 
have a Bhajana party attached to it and Bhajanas came 
to be performed on Ekadas'i and other sacred days. It 
must of course have taken a century or more, for the 
detailed rituals and sequences of the items to get evolved. 

Any one who has attended a bhajana knows that there 
are two principal divisions therein : Purva bhaga and Uttara 
bhaga. The purva bhaga begins with a Namavali and is 
followed by the Tsdaya mangalam. Then a. Guru Kir tana, 
an As^apadi and Tarahgam are sung. Songs in praise of 
Gaxiapati, Kumara, Anjaneya, Sarasvati, Parames'vara and 
Parvati are next sung. This is followed by the upachara 
Klrtana. Songs in praise of the Ista Devata (Rama or Krsra) 
are then sung* This marks the conclusion of the first half and 
the second half then begins. The Divyanama Sankirtanam 
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and the Utsava sampradayam are the two main divisions 
of the uttara bhaga. Distinguished visitors who may be 
present at a bhajana will have their opportunity to sing 
just before the uttara bhaga commences. 

During the Divyanama sankirtanam, the lamp near the 
Deity is removed and placed in the centre of the Hall 
and the Bhagavatar (leader) along with select devotees 
makes pradaksinams round the lamp, slowly, singing 
Divyanama sahklrtanams (special sacred songs composed 
for the purpose). At the conclusion of the Divyanama sail* 
kirtanam, the lamp is replaced in its orig nal position near 
the Deity or Picture as the case may be. The Dolotsavam 
next begins. The Bhajana, when performed in the orthodox 
paddhati will occupy about seven hours, roughly four hours 
for the purva bhaga and three hours for the uttara bhaga. 
This paddhati had been evolved by the time of Bcdhendra 
sadguru svami (18 th century) and had since been widely 
followed in South India. 

Tyagaraja’s Ekadasi fehajanas were moulded rigorously 
after the orthodox pattern. The composer used to sing his 
own Divyanama Kirtanas and Utsava sampradaya Kir- 
tanas, for the purpose* In the Purva bhaga of the bhajana, 
his classical kritis teeming with brilliant sahgatis and 
technical beauties were either sung by him or his si§yas. 
The outstanding feature of Tyagaraja’s bhajanas was the 
confluence of the aesthetic element and the spiritual element 
in a happy amalgum. Tyagaraja’s bhajanas were attended 
by hundreds of people. These included Sangita vidvans, 
Pandits, Bhagavatas, Ascetics, Rajahs, Zam'mdars and the 
common people. All of them derived spiritual solace by 
s'ravapam i.e. listening. The sangita vidvans were thrilled 
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by s the captivating music of his compositions The 
papdits and the bhagavatas were inspired by the lofty 
ideas contained in them. The Rajahs, Zammdars and the 
common people were touched by the spiritual content of 
the songs. The entire congregation was moved to spiritual 
heights and every one felt the chastening influence of 
Tyagaraja’s bhajanas. Every Ekadas'i bhajana registered 
at least three or four new Kritis. They emanated from the 
mouth of the composer during his moments of spiritual and 
musical exaltation. 

Prior to Tyagaraja’s time, the Bhagavatar, who had been 
initiated into the c Bhagavata cult 9 with the presentation of 
of the sutra (the sacred thread tied round the upper part of 
the right arm as the insignia of his status as a Bhagavata) 
was rarely a musician of rank. The musicians who were 
too proud of their attainments did not look upon the 
bhagavata with the respect due to him. The bhagavatar 
who was too deeply engrossed in his spiritual greatness in 
turn looked upon the vidvan with a sort of indifference and 
sometimes even with .contempt.. This schism between 
the bhagavatas and saagita vidvans became very pronoun¬ 
ced in course of time. Tyagaraja came at the right time 
to bridge this gulf. The proud vidvan had to bow down 
before Tyagaraja, the great composer and joined him in his 
bhajanas whether performed at home or in the streets. The 
street bhajanas included his Unchavritti bhajanas and 
bhajanas undertaken during the Sapta sthanam festival of 
Tiruvaiyar. The bhagavatar was indirectly influenced by 
Tyagaraja to look upon music not as something which had 
a mere pleasant appeal but, as a serious art which when 
studied and cultivated properly led one to taste the nectar 
of spiritual bliss. According to the bhagavata tradition, 
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mere recital of the name of Lord and his Kalyana gurias 
was sufficient as long as it was done with a purity of mind. 
Tyagaraja went a step further and said that the goal of 
spiritual bliss was hastened when this recital of the name 
of the Lord and his Kalyaija gupas was coupled with the 
discipline of singing to s'ruti s'uddha, svara s'uddha and 
I ay a s'uddha. Thus he imported a fresh vitality into the 
Bhajana movement. 

Tyagaraja will long be remembered for the masterly way 
in which he brought the sahgita vidvan and the bhagavata 
together and made them understand each other. He empha¬ 
sized that when a bhakti rachana was made to emerge 
through the stream of pure music, the effect w r as doubly 
great. 



CHAPTER VI 


Tyagaraja - An Incarnation of Valmiki 

It is traditionally handed down that Tyagaraja is an 
Incarnation of Valmiki. The Utsava patrikas relating to 
the Anniversary celebrations of the great composer invari¬ 
ably refer to him as an Avatar of Valmiki. A question 
that may be legitimately asked is, whether, apart from the 
oral tradition, there is any internal evidence in his 
compositions to support this view. Luckily for us there 
are such internal evidences. Reference to some of them 
may be made here. 

In the song in A saver i raga, Epanikd janminchitinanai , 
the composer says “Oh Rama 1 Do you not yourself know 
the purpose for which I am born in this world ? Valmiki 
and other sages have sung of you. Rut will my thirst 
be quenched? Thus he fortifies himself and says by 
implication that he is going to sing Rama Charita accord¬ 
ing to his own genius- This is one of his early period 
compositions and composed before he began regularly 
composing on the theme of the Ramayana. In the song 
c< DayajUchuta Itfdi Wlara ” (Ganavaridhi raga) composed 
during the closing day of his life, He says “Oh Dasarathi! 
I have fulfilled the task which you assigned to me in a 
steady manner and with all my heart. It is time for you 
to take me back.” Thus Tyagaraja avers that he has 
completed the task of composing Kirtanas on the 
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story of the Ramayana including the portions relating to 
the Uttara Karida. 

The song c ‘ Evarant nirnaymcbrira ” (Devamrtavarsipi 
raga) furnishes an important clue. In the charaija of this 
song, Tyagaraja says :— 

S'iva mantramunaku - mu jlvamu Ma 
dhava mantramunaku - Ra jlvamu -1 
vivaramu teiisina ghanuiaku mrokkeda 
vitarana gun a S'rl Tyagarajarchita jj 

i.e. that 'ma is the significant syllable in the S'lva 
mantra and ‘ra is the significant syllable in the 
Madhava mantra and these two syllables together (by 
inference) constitute the name * Rama.’ The syllables 
when read in the order of the given sequence will result in 
only 4 mara’ and not Rama. If the composer wanted to 
give the name correctly, he could as well have composed 
as follows:— 

Harimantramunaku Ra jlvamu - ma 
Haramantramunaku ma jlvamu - •-•I 
Vara rahasyamunu nerigina vfiriki 
Vandana monarcheda ! Tyagarajarchita! |j 

The significant point is that when the sage came to 
Valmiki, who was only then a hunter he asked him to recite 
“maramara” which of course after the first letter will 
sound as Raima Rama. 

In the life of Tyagaraja, it is a sage in the person of 

Ramakrsna Yat'mdra that came to him and asked him to 
• * * 

recite the name of Rama, 96 crores of times. In the history 
of India’s religious literature, Tyagaraja is the only Saint 


8 
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who is reputed to have recited Rama nama 96 crores of 
times. As already mentioned, he took 21 years to complete 
this task and no wonder he earned the grace of Rama. 

The Valtnlki Rama^ana is not a complete chronicle of all 
that took place in the life of Rama. Valmiki did not 
accompany S'ri Rama as a private secretary to chronicle 
the incidents in his life. He wrote the famous epic out of 
inspiration and it stands to reason that some of the 
episodes left out by him might have suggested themselves 
to later and equally devout writers of the Rama Charita. 

In Tyagaraja’s compositions, we come across some 
interesting episodes in the life of Rama, not mentioned by 
Valmiki, Tulasi Das and Kambar. One such episode is 
furnished in the charana of the song: 


“ Vachama gGcharame manasa ” (Kaikavas'i Raga). 

At the commencement of the forest life, Rama, Sita and 
Laksmana came to a jungle wherein the chamara mrigams 
(yak) were roaming about. Sita saw one such animal and 
was very much enamoured of its attractive tail. She desired 
to possess it as a memento of her forest life. The moment 
the idea arose in her mind, Rama got scent of it and in his 
excessive anxiety to please her, who had never known what 
forest life was, he immediately sent a bariam to cut the 
tail of the animal. But when Rama bariam came near the 
animal, the animal acquired tattvajnana. (Who will not 
get tattvajnana, when Rama banam comes ?) The animal 
argued within itself, “ If I lose my tail, I will become an 
object of mockery in this world! Why not I give myself 
to Rama baqam ? Iam sure fo attain moksa by that act.” 
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So arguing, the animal, as the banam came near to cut its 
tail, immediately swerved round and showed its neck to 
it. Rama who saw this from a distance, was immediately 
taken aback. He argued within himself “Even for the 
sake of my beloved Sita, I should not kill an animal. 
Ahimsa is the greatest of dharmas.” But Rama bantam 
cannot go in vain* So immediately Rama sent another 
baijam to neutralize the effect of the previous banam and 
thus gave prana danam (life) to the animal). 

Kalala nirchina (Dipaka Raga). 

On the occasion of Rama’s Pattabhisekam, various 
danas (presents) had to be made to virtuous people, 
not only as part of the coronation ceremonies but 
also to get the Emperor freed of the sins committed 
by him in the course of his battle with Ravaha. The 
tila danam (present of sesame) also had to be made. (In India 
it is considered mean for a person to receive tila danam 
and usually only very poor and uncultured people will receive 
this danam). In order to induce a satpatra to receive the 
tila danam, Vasista announced that a lump of gold will be 
given to the person who volunteered to receive the tila 
danam. Even this bait of gold did not meet with the 
response for some time. 

One Sirigara Muni was living at the outskirts of AyOdhya, 
at the time. He was poor and was spending his time 
in penance and meditation. His wife who heard the tempting 
offer broadcast by the beat of tom-tom (dandsra), beseeched 
her husband to voluteer to receive the gift and said that 
thereby they could lead a life of luxury and joy. Her 
husband became angry at her request and furiously remarked 
“Do you want me to lose all my spiritual attainments for the 
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sake of this wretched gold” u No Lord!” She meekly replied 
“After all S'ri Rama is the Supreme Lord—incarnate in this 
world. After receiving the dana, please look at him. The 
darsan of the Chakravarti will be sufficient to neutralize the 
evils accruing to you by receiving tila danam”, Singara Muni 
caught the sense of her remark and sent word to the Palace 
that he was prepared to come and receive the tila danam. 
When the news spread that Singara Muni had offered to 
receive tila danam, people were talking amongst themselves 
4 ‘ What! Has the Kaliyuga already dawned! It is a thousand 
pities that a person of Singara Muni’s spiritual eminence 
should have succumbed to the influence of gold and descended 
to this level !” 

The sage Vasista, in the meantime sensed the intentions 
of Singara Muni and his wife. (It is a rule that a person who 
receives tila danam should not, after receiving the gift look at 
the giver). So lie arranged for a curtain which by some 
device would come down immediately after the danam was 
made and prevent Singara Muni from looking at S'ri Rama. 

On the particular day, Singara Muni came to the palace. 
When the time came for the tila danam, he went near the 
special platform. S'ri Rama, gave the danam to the accom* 
paniment of the appropriate mantras and as the process was 
completed, the curtain came down as if by an electric action. 
S f ri Rama as well as the courtiers were taken by surprise. 
When Singara Muni looked up to see S'ri Rama, he found to 
his dismay, only the curtain. He cursed himself at not having 
the darsap of the Chakravarti and retraced his steps slowly. 
In the meantime, the gold had gone to the house of Singara 
Muni and, his wife who was in great joy prepared herself to 
receive her husband. When she found him coming with 
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tears in his eyes, she was taken aback, “i have lost all my 
tapas and tejas by listening to your tempting advice” exclaimed 
Sin gar a Muni. She never anticipated this kind of development 
and became plunged in sorrow. After a while she recovered 
and said to her husband, “My Lord ! What has happened 
cannot be helped. I have a suggestion to offer. On the 
concluding day of the coronation festivities, S'ri Rama 
will come in procession in a chariot. The procession will 
be passing the corner near our hut. Please stand at the 
time near the corner Tree and as soon as the chariot 
comes there 5 please go near S'ri Rama and have his darsan.” 

Sihgara Muni without food and water waited anxiously for 
the day and hour of the procession. As the procession came 
near the hut’s corner on that day, he threw himself in front of 
S'ri Rama and had his darsan. Immediately he regained all 
his spiritual greatness and tejas. S'ri Rama remarked on that 
occasion “After all you have received the tila danam and so 
you had to suffer for this short time. Now you are rid of 
all that and I bless you.” 

Sihgara Muni felt very happy and returned home. He 
did not even touch the gold sent from the Palace. 

Tyagaraja says in this Kriti, cf Did Sihgara Muni enjoy the 
gold that he got? Was Vibhisaha able to take Ranganatha to 
Lanka? Things take place as previously ordained.” 



CHAPTER VII 


Luminaries Who Visited Tyagaraja 

ILLUSTRIOUS persons of the time, including poets, composers, 
musicians, ascetics and nobles visited Tyagaraja to have 
a glimpse of the great man who was pouring forth his 
musical thoughts in the never exhausting stream of Kritis. 
Some of them stayed as his guests for days and some for 
weeks. A few of those luminaries have recorded the 
spiritual thrill and exaltation experienced by them by 
listening to his Kritis. Some of those visits also occasion¬ 
ed compositions whose sahityas contain evidences of those 
visits. The manner in which Tyagaraja received these 
luminaries, the conversations he had with them, all serve to 
throw light on the great composer. 


Tumu Narasimha Dasa 

Tama Narasimha Dasa was one of the prominent com¬ 
posers of devotional songs in Telugu and Sanskrit, These 
songs are widely sung in bhajanas. His songs are printed 
in the famous anthology of T. P. Kodaijdarama Ayyar 
entitled “Bhagavad Bhajctna Paddhati The song, Pore mi 
yintlaku in Ahiri raga, sung at the last quarter of a bhajana 
and just before sunrise is the composition of Tumu Nara¬ 
simha Dasa. He was a svanama mudrakara. Tumu Nara¬ 
simha Dasa was born in 1790 and lived in Guntur- He 
visited many sacred places in North India and South India. 
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During the course of his pilgrimage to Rames'varam, he came 
to Tiruvaiyar to pay his homage to the great composer, who 
was the beacon light of attraction in those days. This was in 
the year 1821. He heard the Maha gay aka sing his Kritis in 
a captivating manner. Tears of ecstatic joy rolled down the 
cheeks of Narasimha Dasa as he heard Tyagaraja and 
exclaimed that he was a veritable Nacada on Earth. He 
wrote a s*sa padya and two other verses immortalizing his 
experiences. The verses translated will read thus :— 

I heard the Ananda Sahkirtanavali 

I was thrilled by the Bhava siddhi and the 

s'uddha bhakti 

I saw the congregation of Devotees and Disciples and felt 
transported at their sterling Vocal music. 

I saw the Vinaya satsampat and Viveka 
and the glory of Rama bhakti 

I felt an experience which is not 

within the reach of even Brahma” 

£f I realized that in this world, Tyagaraja 

was the embodiment of all that is good (sadgupa 

pun jam) 

I felt as if swimming in the ocean of celestial bliss”. 

In another verse,, he says 

ee It is impossible to name another person in this world 
who can be said to be the Equal of Tyagaraja in Rama 
bhakti”. “if only Ty&garstja once with Prema called 
RamS! forthwith came the response from S'ri Rama, 
Oh Tyagaraja! Here I am! What is it that you desire?” 
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These verses in Telugn give us an inspiring picture of the 
great composer of Tiruvaiyar. After some days, Tumu 
Narasimha Dasa, took leave of Tyagaraja. After visiting 
Mavapasanam, Rames'varam, S'riraftgam, Jambukes'varam, 
Kanchipuram, Tirupati and Kalahasti he returned back to 
Guntur. 


Gopinatha Bhattacharya 

Gopinatha Bhattacharya was an adept in Hindusthani 
music. He lived in Benares. He heard a number of Kritis of 
Tyagaraja being sung by pilgrims who came to Benares from 
the South. He thirsted to see the composer of these songs, 
Tradition has it, that when he planned a pilgrimage to 
Rames'varam he was advised by a Divine Voice in dream to 
pay a visit to Tyagaraja. In the course of his pilgrimage, 
Bhattacharya came to Tanjore and hastened to Tiruvaiyar. 
There he met the great composer, who accorded him a warm 
welcome. Bhattacharya told him that he had heard his pieces 
sung by numerous pilgrims who came to Benares and that he 
was for a long time thirsting to see the author of those 
Kritis. ‘‘That great ambition of his was fulfilled that day” 
he concluded. Tyagaraja was visibly moved and burst forth 
into the famous Kriti in Tsdi r&ga, Adi tala “DdsarathB ni 
runamu The meaning of the anupallavi of this song is 
‘ Oh Rasikas'irSmani (Rama) 3 you have made my name shine 
in far off lands to my heart’s content ... ” Tyagaraja was 
alive to the fact that his compositions were widely sung and 
his reputation had spread far and wide. Later in his life 
also, he gives expression to the same idea in the Kriti 
I vasudba fit vanti (Bahama raga). He says in the char ana, 
of this song “Bhuvcmamandu kirtigalka jBs&K Gopinatha 
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Bhattacharya was thrilled at this spontaneous outburst of 
melody. He stayed as the honoured guest of the composer 
at Tiruvaiyar for some time and then resumed his journey to 
R Sines'var am. 


Gopalakrishna Bharati 

Long before he sketched his Nandanar Chari tram . 
Gopalakrsna Bharati had attained name and fame as a fine 
composer of songs (viduti kirtanas) in Tamil. Clothed in 
simple language and fine music, these songs were in the 
mouth of every one in Tamil Nad at that time. Nandanar 
Chatitram was first published in ISO 1 and the opera must 
have been completed a year or two before that elate. GSpala- 
krsria Bharati, the rising composer in the thirties of the last 
century desired to see TySgaraja and receive his blessings. 
One day he went to Tiruvaiyar and met the great composer in 
his house. The latter welcomed him and enquired of the place 
from which he came. Bharatiyar replied that he hailed 
from Mayavaram* Forthwith enquired Tyagaraja : fk Do you 
know of one Gdpalaktsna Bharati there who has composed 
some good songs in Tamil?” Bharatiyar was rarely prepared 
for this kind of tribute from the sage of Tiruvaiyar. With 
the humility characteristic of Bharatiyar, he meekly replied 
<c That BhSrati is my humble self, Sir Tyagaraja went 
into raptures when he heard this reply. 

Tyagaraja, unlike the generality of composers who always 
look upon other’s compositions with jealousy and 
contempt, welcomed creative activity in others. 
It is wellknown how he congratulated his disciple 
Subbaraya S'astri when he gave a recital of his newly 
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composed Kriti, Ninu vind gatigdna jagdna in 
Kalyapi raga before him in the Dharma samvardhani 
temple at Tiruvaiyar. 

It is also known how he was enamoured of the varpas 
of Viria Kuppayyar and how he encouraged him to 
compose more and more varnas. Vina Kuppayyar 
has the proud record of haying composed the largest 
number of tana varrtas. 

Gdpalakrsna Bharati did not possess a good personality. 
His human frame had some angularities and Tyagaraja 
could not guess that this person could be a composer. 

Just at the time, the disciples of Tyagaraja were singing a 
Kriti in Abhogi raga. When the song was finished, Tyaga¬ 
raja asked Bharatiyar if he had composed any piece in 
Abhogi raga. Gopalakrsna Bharati did not make a reply. 
Subsequently the disciples started singing other Kritis of 
Tyagaraja. That very night Bharatiyar composed the now 
frequently sung piece “Sabhapatikku v&ru deivam ” in 
Abhogi raga and sang it before Tyagaraja the next day. The 
great composer was impressed with the excellence of this 
Tamil piece and congratulated and blessed Gopalakrsna 
Bh&rati. When he learnt that this piece was sketched and 
completed the previous night his admiration for Bharati’s 
creative talents increased. The blessings of Tyagaraja proved 
a turning point in his life and Gopalakrsna Bharati 
subsequently began to compose numerous songs in Tamil. 

Bharatiyar was impressed with the spiritual atmosphere of 
Tyagarajas house and the way in which the aged composer 
without standing on formalities mixed with the disciples and 
sang along with them. 
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Svati Tirunal, the Ruler of Travantore, had heard a 
number of compositions of Tyagaraja from the latter’s 
disciple, Kanniah Bhagavatar. The monarch naturally desired 
to see the famous composer. Vadivelu of Tanjore, one of 
the Samasthana Vid vans in Svati Tirunal’s Court at the 
time and only three years senior to the Maharajah in age, 
was commissioned for the purpose. Vadivelu was squint- 
eyed. He was a brilliant Singer and Violinist. In 
recognition of his proficiency in Violin playing, the 
Maharajah presented him an Ivory Violin in the year 1834=. 
Vadivelu enjoyed the Maharajah’s confidence, and he under¬ 
took to go to Tiruvaiyar. Vadivelu had seen Tyagaraja 
and was a good friend of the great composer’s disciple, 
Vhja Kuppayyar. But he had not been formally introduced 
to Tyagaraja. 

Vadivelu came to Tiruvaiyar and took up his residence 
in a house in Tirumanjana VIdhi, the street wherein Tyaga¬ 
raja lived. Vadivelu’s house was in the opposite row 
and nearer the Kaveri River. Tyagaraja who went to the 
river invariably for his bath and Sandhyavandana had to 
pass that house. After settling down in the near house, 
Vadivelu made it a point to sing every evening in his 
house, just to catch the attention of Tyagaraja. When 
the great composer went to the Kaveri to perform his 
Sandhyavandana he listened to Vadivelu’s music on the 
way. On the very first day, touched by the music he 
halted for a while in front of Vadivelu’s house and then 
returned home. On the second day, Tyagaraja halted for 
a longer time in front of Vadivelu’s house, and was con¬ 
vinced that the singer was a gifted person. On the third 
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day, his curiosity was so much roused that he decided to 
enter the house to find out the person that was giving 
such a splendid music. When Vadivelu saw Tyagaraja 
entering his temporary residence, he at once got up, 
prostrated before Tyagaraja, welcomed him and said “Oli 
Sir! It is a happy day for me. If you had so desired, I 
myself would have come to your house to sing. You have 
conferred upon me a great honour and privilege by coming 
here. The Great Man that Tyagaraja was, he congratulated 
him heartily on his splendid musical gifts and invited him 
to sing in his house the next day. Vadivelu responded to 
the invitation and earned the goodwill of Tyagaraja. 


Vadivelu was anxiously waiting for an opportunity to broach 
the object of his mission to Tiruvaiyar. He sang a number 
of compositions of Svati Tirunal before the great composer 
and easily impressed him. On the next occasion, Vadivelu 
sang so well that Tyagaraja in great ecstasy said that 
Vadivelu can ask of him anything he desired. The long 
longed-for opportunity at last came and Vadivelu pleaded 
in a gentle tune: “The Maharajah of Travancore desires 

to meet you, Sir. Please come to.” and before he 

could complete all that he wanted to say on the subject, 
he found that the Great Composer was taken aback by the 
request. After meditating for a while, Tyayaraja replied 
“i shall certainly meet him , and my promise will be 
fulfilled. But the meeting will take place in the other 
world and not here. His Upasana Mttrti is the same as 
that of mine (Padmanabha and Rama)’’. Vadivelu felt sad 
at the failure of his mission and left Tiruvaiyar shortly 
afterwards to report to Svati Tirunal the result of his 
errand. 
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It might be mentioned in this connection that there were 
no railways in those days and facilities for travel were very 
meagre. Though the incident referred to above took place 
about twelve years before the demise of the Royal Composer, 
yet he and Tyi.gara.ja did not meet. Svati Tirunal, 
having known of the great ideals preached and practised by 
Tyagaraja—would have himself come to Tiruvaiyar to see 
the Great Composer, but the political problems of his time 
prevented him from leaving the State, But the interesting 
fact remains that Svati Tirunal passed away on the 25th 
December 1846 (Pusya S'ukla Astami) and Tyagaraja on the 
6th January 1847 (Pusya Bahula Panchami). 

Govinda Marar (1798 - 1843 ) 

Govinda Marar was a brilliant singer of the first half of 
the 19th century. He hailed from Ramamangalam village in 
the Muvvattuppuzha Taluq of Travancore. Besides possessing 
an accurate layajnanam, he had a highly responsive ravai jati 
s'ar if am. This enabled him to sing Pallavis in six degrees of 
speed. For this reason he was called Satkala Gsvinda 
Marar. He is also known as Satkala GOvinda Das. In the 
history of South Indian Music, two other musicians associated 
with the Title “Satkala” are Satkala Narasayya of Salem and 
Vina Vehkataramana Das of Vizianagaram. The latter was 
called “Satkala Chakravarti”. 

Govinda Marar was a religious-minded man. Later in his 
life, he started on a pilgrimage to Benares. He visited 
Trivandrum and stayed as the honoured guest in Svati 
Tirunal’s Court. He later resumed his pilgrimage and came 
to Tiruvaiyar in the year 1842 to visit the holy shrine there 
and to pay homage to the Great Composer, Tyagaraja. The 
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first disciple of Tyagaraja, to popularize the compositions of 
the Great Composer in Travancore was Kanniah Bhagavatar. 
On hearing those compositions, many, including Svati Tirunal 
and Parames'vara Bhagavatar (lSlf>—1S92) desired to go and 
see the sage of TiruvaiySr. 


Govinda Marar used a seven-stringed tambura. With the 
exception of the mandaram, the other three strings were 
doubled. The instrument had two panchamas, two saranis, 
two anusarariis and one mandaram. The instrument was 
bedecked with a flag on the top, a symbol of Marar’s 
challenging eminence in music. He sang, providing the drone 
accompaniment and the rhythmic accompaniment himself,, 
In this respect he was a veritable Ekalian mentioned in early 
literature. While he twanged the strings of the tambura 
with the fingers of his light hand, he played on the Kanjira 
with his left hand. The Kanjira was held in position between 
the first two tees of the right leg and played. 


It was an Ekadas'i day, when Govinda Marar came to 
Tyagaraja’s house. During the night, Bhajana was going on. 
He went and sat amongst the devotees, assembled there. 
After the purva bhaga was over, as was customary, the 
distinguished guests were invited to sing some songs; (it is only 
after the visitors have had their chance to sing that the uttara 
bhaga commencing with the Divyanama sankirtanam is 
begun). When Marar was requested to sing, he tuned his 
tambura which already attracted the attention of the audience 
by its flag and seven strings and began singing the 4th Asta- 
padi Chcmdana charchita of Jayadeva in Pantuvarali raga, 
Adi tain; (being the Ekadas'i—Haridina—the choice of the 
piece was appropriate). 
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He started singing in the ati ati vilambita Kala (first degree 
of speed). People were wondering why he started at such a 
dead slow tempo but they were struck by the absolute preci¬ 
sion in duration between count and count. Then he sang the 
chosen theme successively in ati vilambita (second degree of 
speed), vilambita (third degree of speed), madhyama kala 
(fourth degree of speed), druta kala (fifth degree of speed) 
and Atidruta kala (sixth degree of speed). As he approached 
the fifth degree of speed, the entire audience became spell¬ 
bound and when he sang in the sixth degree of speed, 
Tyagaraja himself was taken aback at his laya sampat. By 
way of paying tribute to his genius, he asked bis disciples to 
sing the Pancharatna in S^riraga “EndarS Mahanubhavulu” 
a composition already composed. All the disciples of 
Tyagaraja knew the Pancharatna Kritis well because 
they were regularly sung in the Unchavritti bhajanas). 
“Prastutimpa” is the actual word used in this connection 
in the biography of Tyagaraja by the Walajapet disciples. 
This word means ‘in order to specially praise him’. This 
also leads to the inference that Gbvinda Marar was one 
of the Mahanubhavas (great men) contemplated by Tyagaraja. 
GSvinda Marar subsequently stayed as the honoured guest of 
the Great Composer for some day's and then resumed his 
pilgrimage. He passed away in Pa$darpur in year 1843. 

Walajapet Krsijasvami Bhagavatar was playing on the 
stringed instrument (Kinnari) in the Bhajana, when Satkala 
GSvinda Marar sang. 
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Some Interesting Incidents in His Life 
u Vinarada na manavi 

God has his own ways of proclaiming the greatness of his 
devotees. The circumstance that led to the composition of 
the Kriti cc Vinarada nci manavi' (Devagandhari raga) is as 
inspiring as it is revealing. 

Tyagaraja happened to visit sViraiigam during the 
Chaitrotsavam. He was staying in a house in South Chitra 
Street. This house was near the corner of the South Chitra 
Street and West Chitra Street and was in the G^freut-ib 
GHurrdiS This house now bears the door number 86. 

When the Deity on golden horseback was coming at a 
distance, Tyagaraja, who from the front of his house looked 
at the Procession was so moved that he forthwith burst 
forth into the song ^ Raj u v&dale j fit a mu rare”. The Deity 
came majestically borne by the 16 trained bearers and 
passed the corner. Tyagaraja wanted to go near the Deity 
and have darsan of Vaibhoga Ranga, but the surging 
crowds, particularly at the comer made it difficult for him 
to go near the Deity and have darsan. Disappointed, 
be stood. 

In the meantime, the procession which had passed the 
corner suddenly came to a standstill The bearers became 
benumbed as it were and felt that they were unable to 
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move. (On such occasions, it is usual to presume that some 
evil eye had cast its wicked influence and steps will be taken 
to neutralize the effect). Feeling that some dhristi had over¬ 
taken the procession, acts to neutralize it were performed. 
Later the Devadasis and Raja dasis who were going in front 
of the Deity were asked to dance by way of propitiating the 
Deity Even then there was no sign of the bearers regaining 
strength to move. Sometime later, one of the Temple Priests 
became inspired and said “The great bhakta is standing there 
(pointing to the corner). If he is brought and made to have 
darsan of the Deity, the procession will move”. Imme¬ 
diately the Temple officials and Priests went in a body and 
spotted out Tyagaraja and apprised him of all that had 
taken place. Tyagaraja visibly moved, came near the 
Deity and sang the famous song “Vinarada nd manavi ” 
<c Will you not listen to my request” (the request being that 
the Deicy should move). In the anupallavi, the words 
u Kant a kdntalella kdminchi pilachite ” refer to the fact 
that the Devadasis danced and beckoned Raaganatha to 
move and that their efforts proved fruitless. The words 
u Rdjasatulu juchi rammani pilachite ” refer to the fact 
that the Raj idasis subsequently danced and requested 
Ranganatha to move and that their efforts also proved 
fruitless. When the song “ Vina-rada” was completed and 
Diparadhana performed, the Deity began to move to the 
great joy of all. 

Subsequently Tyagaraja was invited to the Temple, and 
on that day, the Mula Vigraha was decorated with 
Muttarigi (coat of Pearls). Tyagaraja was so inspired at 
the sight of the Lord that he burst forth into the famous 
Kriti a O Rangasdyi ” (Kambhoji raga - Adi tala). This 
song furnishes a valuable internal evidence as well. 


10 
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The Anandabhairavi episode. 

The question often asked by the student of Karnatic 
music is why it is that Tyagaraja, who has to his credit a 
number of scholarly kritis in rare rag as, has composed only 
three simple songs in the popular raga, Anandabhairavi. 
The answer to this puzzling question is to be found in a 
remarkable incident that took place during his lifetime 

One of his brilliant contemporaries was the gifted singer 
and actor, §Tiribhuvanam Svaminatha Ayyar. Like Athana 
Appayya, Todi SUaramayya and others, this singer also 
chose to specialize in a particular raga. He chose Ananda¬ 
bhairavi. Very soon he attracted the attention of the 
Vidvans of his time by his scholarly exposition of this raga. 

The Bommalattam troupe to which he belonged happened 
to come to Tiruvaiyar once. The party staged their play 
night after night and drew large audiences. Tyagaraja’s 
disciples also attended the play. They were so impressed 
with Swaminatha Ayyar’s exposition of Anandabhairavi 
that they resolved to inform their Guru, Tyagaraja, about 
the genius of the performer. The great composer heard of the 
extraordinary talents of the person but he did not give out 
his mind immediately. He argued within himself that 
there should be some truth in the report of his Sisyas and 
finally resolved to go and attend the play incognito He 
went one night and waited for the moment when the persen 
would begin the exposition of his favourite raga. The 
moment came and the actor began his alapana and did it 
remarkably well. Tyagaraja the great man that he was, 

§Tiribhuvanam is a place near Kumbakonam. Swaminatha Ayyar 
was an Archaka in the temple of the place and was also called 
Swaminatha Gurukkal. 
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could not contain himself and rose from his place and at 
the conclusion of the performance waded through the crowd 
to go near the actor and express his appreciation. When 
the audience found that the great composer was present 
there, there was a flutter and all made way for him to go 
near the stage. Immediately there was dismal silence and 
the huge audience anxiously awaited to hear the Great 
Composer speak. On seeing Tyagaraja come near the stage, 
the actor jumped clown from the stage and fell at his feet 
and spoke in great humility, “Oh, Sir, it is sheer impertinence 
on my part to have attempted an alapana when you were 
here. Please pardon me”. To this Tyagaraja replied thus: 
“My disciples told me of your extraordinary gifts in making 
an alapana of Anandabhairavi. I just came to hear the 
alapana myself. I am extremely pleased and delighted 
at your peformance. 1 am so glad that my disciples brought 
this to my notice”. A thunderous applause then followed. 
The actor, proud of the encomiums bestowed on him by 
Tyagaraja, hesitated for a while and then in a faltering tone 
addressed him thus: “Revered Composer 1 I have a boon to 
ask of thee”, “it is granted even before your asking” 
replied Tyagaraja. 

“Sir, the boon is that from this day onwards you should 
desist from composing in Anandabhairavi raga Future gene* 
rations will then begin to enquire why it is that Tyagaraja has 
not composed many pieces in Anandabhairavi. Then this 
incident will be remembered by them, and incidentally my 
name also will go down to posterity.” 

All the people held their breath on hearing this strange and 
insolent request of the Actor. But Tyagaraja only smiled 
and, admiring the shrewdness of the actor, nodded his head 
by way of granting his request and withdrew. 
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True to the spirit of the promise given, he not only did 
not compose in Anandabhairavi afterwards, but even did not 
teach the three pieces already composed by him in this raga 
to his later disciples. The Divyanama Idrtana, Rama Rama 
ni varantUy the Utsava sampradaya Idrtana, Ksira sdgara 
vihdra ” and the Kriti, Nikzteliyaka ” have come down to ns 
through the disciples who had learnt them from the composer 
prior to this incident. 


Blessing Maha Vaidyanatha Ayyar s father. 

At the junction of the Tirumanjana Vidhi and South Mada 
Street in Tiruvaiyar, Tanjore District, it was the custom for 
all bhajana parties, and nagasvaram parties to halt for a few 
minutes, sing or perform, and then proceed. This was done 
out of reverence to Tyagaraja who lived in a house in Tiru¬ 
manjana Vidhi near this spot. The custom which originated 
during the lifetime of the composer has continued even now 
out of reverence to his memory. 

Once, Panchanada Ayyar (also called Duraisami Ayyar), 
the father of Maha Vaidyanatha Ayyar happened to sing 
a kriti of Tyagaraja at that spot. The young Panchanada 
Ayyar sang splendidly that day- Tyagaraja who was 
listening to the music went into raptures over it and 
exclaimed “Who is it that is singing there 1 I am hear¬ 
ing a new and a fascinating voice!”. So saying, he left 
the house and walked to the bhajana party and embraced 
the young singer in ecstasy. The singer’s joy on the 
occasion knew no bounds and he could hardly find words 
to express his feelings of profound thanks to the Great Com¬ 
poser. Tyi.gara.ja blessed him saying, that sons who would 
bring glory and renown would be born to him. 
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Irne to the prediction, Ramasvami Silvan and shortly 
afterwards Maha Vaidyanalha Ayyar were born to Pancha- 
nada Ayyar. It is common knowledge that the two brothers 
have shed lustre on South Indian music both by their concerts 
and by their magnificent compositions. The 72 melaraga- 
tnalika of Maha Vaidynatha Ayyar stands as one of the 
world’s longest musical compositions today. It takes more 
than two hours to perform. 


Dandamu pettenura , 

Once when he finished composing the Kriti in Balahamsa 
raga beginning with the words Dandamu pettenura ”, one 
of his disciples slowly hinted that the pallavi commenced with 
an unusual phrase. Tyagaraja was taken aback, brooded for a 
while, and immediately asked one of his disciples to sing the 
elaborate exposition of the Balahamsa raga given in the 
*Katakam’ (Raga lexicon). To the surprise of all it was found 
that the phrase Pa ma ri see with which the song commenced 
actually occurred in the course of the sanchara of this raga 
as a Vis'esa prayQga. Tyagaraja smilingly remarked on that 
occasion that if that Raga did not admit of that phrase, it 
would not have come from his mouth. 


Ni dayachS. 

Once a darwan who was a regular visitor to Tyagaraja’s 
bhajanas, requested the latter to teach him a song. The com¬ 
poser asked him to sing any piece he liked, just to gauge his 
vocal powers. Finding the limited nature, character and 
compass of his voice, he composed the simple Kriti in Yadit- 
kulakambhOji, Ni dayachB, and taught it to him. 
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Prayer heard. 

Walajapet VenkatramaQn Bhagavatar (1781—1874) was 
one of the prominent disciples of Tyagaraja. He may be 
described as Tydgardja’s Boswell. At the beginning, he did 
not make the expected progress in music. Tyagaraja felt sad 
and prayed to God that he may be pleased to confer musical 
wisdom on the sisya. From the next day onwards it is said 
that Vehkataramana Bhagavatar began to make amazing 
progress in music, and in the fullness of time became one of 
Tyagaraja’s reputed and respected disciples. He carried 
with him the largest repertoire of the saint’s compositions, 
having been associated with him for over a period of 2G years. 
A strong and well-built man that he was, he was named 
Gaijapati by his co-disciples. Whenever work involving 
muscular energy had to be done for their master’s household, 
Venkataramaija Bhagavatar was commissioned for the 
purpose. 

Vina Kuppayyar. 

When Vinia Kuppayyar came to Tyagaraja, to learn his 
compositions, the former never disclosed to him, that he was 
an adept in vina play. He was however longing for an 
opportunity to play on Tyagaraja’s vina. 

One day the Great Composer was out on some business. 
The other sisyas too had gone elsewhere The long awaited 
opportunity came and Kuppayyar took his guru’s viija and 
was playing splendidly on it. Tyagaraja’s wife, who was 
startled at the delightful music of the vi#a, came from the 
kitchen, peeped into the puja room and found that it was 
only the sisya Kuppayyar playing upon it. Unobserved she 
stood and was listening with interest to the exquisite music. 
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Alter sometime, Tyagaraja came. Greeted with the delightful 
music of the vina, he paused in front of his house and was 
wondering who could be playing upon it. The music was 
so captivating that he sat on the pial of his house to listen to 
it further. After sometime his curiosity was so much roused 
that he went in to see the performer on the v'm.a. When 
the sisya saw his Guru, he kept the vina back in its place 
with trembling hands and prostrating at his feet requested 
him to forgive him for playing upon the instrument without 
his knowledge and permission. But Tyagaraja smilingly said 

Get up 3 my dear boy! Don’t worry. Why did you not tell 
me beforehand that you were such a gifted player on this 
instrument ?” 

This incident reveals the musical nobility of the great bard 
of Tiruvaiyar. 

Darini telusukonti 

* • 

Dasari, a reputed nagasvaram player of the time, was once 
engaged to perform during the temple festival at Tiruvaiyar. 
One night, as the procession turned to the South Mada 
Street, the nagasvaram player stopped at the junction of the 
Tirumanjana Vidhi (where Tyagaraja lived) and played the 
piece Darini telusukonti prefacing it with a brief alapana. 
The stillness of the night, the beautiful music, the sparkling 
sahgatis of this masterpiece of Tyagaraja in the S'uddha 
Saved raga, all made a tremendous impression on the 
listeners. The sage of Tiruvaiyar who was listening to the 
piece from his house was so touched by the brilliant perform¬ 
ance that, leaving his house, he walked up the distance, came 
near the performer and congratulated him on his brilliant 
performance. This is one of the five Kritis which was com¬ 
posed by Tyagaraja when he visited Tiruvottiyur, a shrine 
six miles to the north of Madras. 



CHAPTER IX 


Circumstances That Occasioned 
Some of His Famous Compositions 

u Nanupalimpa” 

On the occasion o£ his daughter’s marriage, many disciples 
brought presents. The disciple, Watajapet Vehkataramana 
Bhagavatar brought an inspiring picture of KOdandarama as 
a present (This picture was painted by Pallavi Ellayyar). In 
those days there were no railways and the disciple carried 
the picture on his shoulder walking all the distance from 
Walajapet to Tiruvaiyar in Tanjore District. As soon as 
Tyagaraja saw this charming picture he burst forth into the 

C C n 

famous song Nanupalimpa ” in Mohana raga. The charade 
of this song is simply a picturesque description of this beauti¬ 
ful painting. The Pallavi means C£ Did you come walking all 
the way to protect me, Oh Lord !” 

The Sahitya of this song has a special significance. Even 
though he got back the Idol thrown into the Kaveri river by 
his cruel brother, he was not very happy over the incident. 
Years after the Idol incident, when the picture came, he 
thought it was a Divine Gift. He became rapturous and subse¬ 
quently performed Puja to both the Rama vigraha and the 
Picture. This Picture can even now be seen in Tiruvaiyar. 

u Chintistunnade”. 

Once, on the occasion of the Saptasthanam festival, a large 
concourse of pilgrims had gathered in the Prahatarthihara- 
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svami temple in Tivuvaiyar. This annual §£estival is tlie pride of 
Tiruvaiyar and Tyagaraja himself accompanied the procession 
every year leading his Bhajana party. His bhajana was 
attended by yatis, vidvans, musicians and composers. Tyaga¬ 
raja came to be called BhUloka Ndrada. It took more than 
twenty-four hours for the procession to reach back the temple 
after touching the famous shrines en route, 

The temple was filled to overflowing that day and 
it was a sea of humanity engaged devoutly in singing 
sacred songs. Tyagaraja was visibly moved at the 
glorious sight and sang in a pcetic vein the famous 
Kriti, Chintistunnade (Mukhari raga - Adi tala). The 
substance of the song is, “Finding that all people were 
engaging themselves in Bhajanas, Yama was seriously brood¬ 
ing over the fact that he might ultimately have no work to 
do, all the people automatically going to heaven”. No work 
means, abolition of his whole establishment with the conse¬ 
quent loss of employment to himself and his colleagues. Who 
will provide these people with appointments?. Yama further 

§The Deities of the Seven Holy Shrines, Tiruvaiyar, Tiruppayanam, 
Tiruvedikudi, Tiruchotrutturai, Tirukkandiyur, Tiruppunturutti and 
Tiruneyttanatn (Tillasthanam) are carried in gaily decorated glass 
palanquins, i.e. palanquins studded with small pieces of looking glass. 

The main palanquin starts from Tiruvaiyar in the morning and is 
joined on the way by the palanquins of the respective temples en route . 
The entire route will be decorated with flags, festoons and greens. 
Numerous bhajana parties will accompany the procession. Owners of 
shops and residents of the houses on the way will vie with each other 
in giving shelter, food and tiffin to the pilgrims, accompanying the 
procession. When the Grand Procession of Seven Palanquins with an 
accompanying crowd of devotees numbering more than a lakh, enters 
Tiruvaiyar the following morning, it will be an inspiring sight. It 
will indeed be a sight for the Gods. Tyagaraja who led his [ vide p. 82 
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argued within himself that even the man in the street had , no 
chance of coming under his sway, since he was spending his 
time, singing the sterling Sanklrtanas (devotional songs) of 
Tyagaraja. 

Nidhi chdla sukhctma. 

Soij-ti Vehkataramanayya felt proud of the fact that his 
disciple, Tyagaraja had composed some brilliant compositions. 
One day he convened a meeting of the vidvans in Tiruvaiyar 
and asked Tyagaraja to sing some of his compositions before 
them. That day Tyagaraja sang his Kriti, Doruguna itu 
vanti seva in Bilahari raga - Adi tala in a splendid 
mannner. With the theme, Kamitaphaladayakiyau Sit a 
in the third charana, he developed a brilliant and thought- 
provoldng niraval and followed it up with kalpana svaras of 
variegated patterns and endless beauty. The Guru as well as 
the vidvans present were thrilled at his performance. 
Towards the close of the performance, Sonti Venkatarama- 
nayya by way of eulogizing his disciples’s performance said 
u Doruguna itu vanti S'isyudu ?” (can one get a disciple 
like him ?) So saying, he decorated Tyagaraja, with some of 
the costly presents which he himself had received from the 
Maharajah of Tanjore. 


Continued from p, 81 ] bhajana used to sing kritis appropriate to the 
time of the day and night en route. Maha Vaidyanatha Ayyar and 
Patnam Subrahmanya Ayyar have during their life-time participated in 
the bhajana of the Saptasthanam festival. 

Rivers have to be crossed during the course of the journey touching 
the seven Shrines. If the Rivers happen to be in floods, the bearers of 
the Palanquins will skilfully swim across the rivers, bearing the palan¬ 
quins on their shoulders and reach the other side. 
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Subsequently, it was decided that T yaga raja should perform 
before Sonti Vehkatasubbay ya, the chief Asthana vidvan of 
Tanjore court and the father Sonti Vehkataramariayya. A 
day on which all the samasthana vidvans were expected to be 
present in Tanjore was chosen for the purpose. The arrange* 
ment was that the vidvans, after hearing Tyagaraja for an 
hour or two, may go to the Palace to attend that 
night’s function. 

Tyagaraja was not aware of the Palace engagement for the 
vidvans that night. He felt honoured at being invited to 
perform before the father of his Guru and before an audience 
which consisted of the cream of the musical genius of 
Tanjore. He took KambhOji raga and sang a detailed 
alapana. He followed it up with the rendering of his 
scholarly Kriti, Mari mart ninne moralidani (Adi tala). 
The entire performance including the alapana, tana, render¬ 
ing of the piece, niraval and kalpana svara occupied eight 
hours. The vidvans present wondered how with such a short 
training, Tyagaraja became an eminent performer and 
composer. The samasthana vidvans who were expected to 
be present that night at a function in the Tanjore Palace 
forgot all about it. The next day they went to the Palace and 
told the Maharajah the reason for their absence at the Palace 
function and concluded by saying that they were literally 
immersed in the Gana rasabdi (ocean of musical juice) the 
previous night. Sonti Vehkatasubbiah also joined in the 
tributes and said to the King that he himself honoured the 
young composer by giving him a seat next to himself and 
decorated him with some of the valuable presents received by 
him from the samasthanam. It was after hearing this chorus 
of tributes to Tyagaraja, that the desire arose in the mind of 
Sarabhoji that he should also listen to the music of Tyagaraja, 
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Some of the Palace officials went to Tyagaraja’s house and 
appraised him of the desire of Sarabhoji to listen to his music. 
Normally Tyagaraja would have responded to the invitation. 
He was not a stranger to the Palace. As a young boy, be had 
accompanied his father to the Palace wherein the latter used 
to give expositions of the Rdmdyana in Tulajaji’s court. Rama- 
brahmam used to read all the six adhyayas during Rama navami 
festival. But what upset Tyagaraja was the suggestion that 
when he came to the palace, he may come with a song or two 
composed in praise of the Maharajah of Tanjore. The situa¬ 
tion was aggravated by their statement that he would be 
honoured with a gift of ten velis of land and a big bullion of 
gold in return. 

Tyagaraja got enraged and gave a fitting reply in the song 
ni Kalyani raga c "Nidhi chala sukhama ”, The whole song 
is a series of interrogations addressed to his manas. He says 

Oh, manas! Do not be treacherous! Speak out the truth. 
Which conduces to greater bliss ? Is it praise of Rama or the 
praise of mortal man who is just a bundle of pride and 
conceit ?" The Palace officials were rarely prepared for this 
musical reply. They withdrew unwillingly and reported to 
Sarabhoji all that had taken place. 

This incident happened about the year 1S02, three years 
after Sarabhoji came to the throne. When he ascended the 
throne, the British East India Company had taken away the 
Ruling powers from him and Sarabhoji was just a King in 
name. The Ruler was suffering from an Inferiority complex 
and he took to heart Tyagaraja’s blunt refusal. He sent two 
of his trusted lieutenants on horseback to fetch Tyagaraja. 
The moment these men left the Palace, the King was seized 
of a severe stomach-ache and none of the Darbar Physicians 
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were able to offer him any relief. Astrologers were sent for 
and one of them opined that this ailment was perhaps the 
consequence of some great soul being insulted. Immediately 
Sarabhoji sent another pair of his trusted lieutenants and 
ordered the previous pair not to approach Tyagaraja. These 
people rushed on horseback at terrific speed and contacted 
the previous pair, before they actually went to Tyaga¬ 
raja’s house. The moment these four people started back to 
Tanjore, Sarabhoji felt an instant relief. He thanked God. 
He realized the greatness of Tyagaraja. Subsequently he 
went to Tyagaraja’s house in Tiruvaiyar, expressed regret for 
what had taken place and the two became good friends since 
that time. Tyagaraja’s Ekadasi bhajanas were attended by 
Sarabhoji^ his son-in-law Moti Rao and members of the Royal 
household including ladies. They stayed in the Kalyaha 
Mahal duriug the whole night. This Palace is situated at the 
backyard of the house of Tyagaraja and one could hear the 
sacred songs sung by Tyagaraja and disciples clearly from 
this Palace. When the Ekadasi bhajana was over, all the 
members of the Royal household returned back to Tanjore early 
in the morning, some on horseback and the rest in carriages. 

In those days, it was a common thing for composers to 
compose songs in praise of Rulers. The famous varija in 
Todi raga - Ata tala beginning with the words “Kanakangi ” 
is in honour of Sarabhoji. The Sarabhendrcc BhUpala 
Kuravanji is a dance drama written in honour of SarabhSji. 
But, Tyagaraja felt that he was a trustee for the talents 
bestowed upon him by God and that he should utilize the 
talents only to praise God or in singing of other great themes 
and not for singing the praise of mortal man. When Tyaga- 
raja gave the fitting reply in the song “Nidhi chalet sukhamd ” 
his mother congratulated him on his heroic stand. His 
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father was not alive at that time. If he had been alive, he 
too would have felt overjoyed at his son’s stand. The Nidhi 
dial a sukhama incident raised Tyagaraja in the estimation of 
his contemporaries. Many came to revere him as a Mahd 
pur us a. But his elder brother, who was more a man of the 
world felt sorry that Tyagaraja curtly refused the royal offer. 

The desire however persisted in the mind of SarabhOji that 
he must give some aid to Tyagaraja, if possible even without 
the latters’ knowledge. 

Coins Incident. 

One day, Sarabhoji commissioned two of his lieutenants to 
mingle with the bhaktas accompanying Tyagaraja’s Unchavritti 
bhajana and slowly drop into his Unchavritti s'ombu {i.e. the 
vessel in which rice was dropped) some gold coins. 
The lieutenants, accompanied Tyagaraja from behind 
and unnoticed by him slowly dropped at intermittent 
intervals the gold coins one by one. Some disciples 
noticed this, but they had not the courage to interfere, 
since they knew that the men were from the Palace. As 
misfortune would have it, when at a subsequent stage, they 
dropped a coin, it dashed against the edge of the vessel 
and making a ringing sound, went in. The previous coins 
were dropped right into the centre of the rice contents and 
no sound was heard. When Tyagaraja heard the sound of 
a coin, he asked his disciples what the matter was.. They 
revealed to him all that had taken place. The Great Com¬ 
poser got infuriated and immediately emptied the contents of 
the vessel on the road and proceeded with his Unchavritti 
bhajana. He felt that even the rice in the vessel got contami¬ 
nated by the coins. 
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Even after this incident, Sarabhsji insisted that he must be 
allowed to offer some kind of Kainkaryam to the Great 
Composer. Reluctantly the Great Composer allowed some of 
the sisyas who came to study under him to be fed in the 
Kalyana Mahal at the Raja’s expense. 


Bhavanuta. 

One day, by a curious irony of circumstances Tyagaraja 
had no food to eat. The whole day he starved. (This incident 
took place during the early period of his life). In the night at 
about 11 p.m. one old man with a heavy bundle on his head, 
and accompanied by a lady and a servant came in search of 
Tyagaraja. The latter welcomed him and felt very sad that he 
had nothing to give the guests. The old man said ^Don’t worry 
Tyagu 1 I have brought enough provisions. So saying, he gave 
orders to his servant to cook food. As the preparations were 
going on, the old gentleman as well as his wife went on con¬ 
versing with Tyagaraja. When the food was prepared, it was 
offered for naivedhyam to the Lord. Then all of them had a 
hearty meal. The lady served the food to all. Even after the 
meal they were talking with Tyagaraja. When it was nearing 
day break, the visitors blessed Tyagaraja and said that he would 
become great. They formally took leave and came out and 
disappeared. Tyagaraja came out and looked for them, ran 
hither and thither but all in vain. Later on, by a Divine flash* 
he came to know that the old gentleman and lady were S'ri 
Rama and SHa and the servant who cooked that night was none 
other than the great Anjaneya. They came to bless Tyagaraja 
and from that time onwards Tyagaraja’s position as a top-ran¬ 
king composer became fully established. That day he composed 
the Kriti in Mohana raga, Bhavanuta. The burden of the song 
is cf Oh Lord ! who came to my house and spoke to me in such 
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abundance, please rest in my heart and free yourself of your 
wearisomeness”: 

(1) cf Nato bahu balkina”, 

(2) Bhavanamu jeri nanu verapinchina” and 

(3) ' Prabala jesi nanu brochenanu konna” 

are the key statements in this song and they afford 
valuable internal evidences. 

Another song composed on the occasion paying a tribute to 
Anjaneya was Kaluguna pada mraja (Purijalalita 
raga - Adi tala). During the Aradhana festival of 
Tyagaraja, this song is invariably sung by members of 
Tyagaraja’s Sisya Parampara in the morning at the 
samadhi, 

Endu ddgi liddo (Idol incident). 

Just before the BhSgi Paijdigai of a year, a dispute arose 
between Tyagaraja and his elder brother. The latter’s wrath 
was aroused for no legitimate fault on the part of his Saintly 
brother. Some days after the Bhogi Pa'Ctdigai as Tyagaraja 
was away for Uhchavritti, the cruel brother in great anger 
took the Rama vigraha and threw it in the river Kaveri at the 
southern end of the street PTirumanjana vidhi). Tyagaraja 
returned home and discovered to his horror what had taken 
place. 

This incident happened before the partition between the 
brothers took place. The BhSgi Pandigai quarrel has since 
become a proverbial saying amongst the relatives of 
Tyagaraja. 

*This street is called Tirumanjana vidhi because the Deity of the 
local temple is taken to that bathing ghat during the festival, Ani 
Tirumanjanam. 
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It was Tyaga raja’s practice to return home the moment the 
Unchavritti vessel became full (with rice). He went to the 
different parts of Tiruvaiyar and suburbs for Unchavritti. In 
his earlier years? he was not accompanied by many sisyas as 
was the case later in his life. 

When he lost the idol, he sang the pathetic song Bndu 
ddgi nddo. The opening music of this song reveals the 
mental anguish of the composer. Pieces like Nenendu vela. 
Imdura (Karnataka byag) were also composed on this 
occasion. He lost interest in his life at Tiruvaiyar. The 
news of the loss of the idol spread everywhere. His sisyas 
invited him to come and stay in their respective places just for 
diversion. For the S'ivaratd puja he went to Manambu- 
chavadi in Tanjore and stayed with his disciple, Manambu. 
chavadi Vehkatasubbayyar. For the Panguni Uttiram festival 
he went to Tiruvarur. He returned back to Tiruvaiyar for the 
Saptasthanam festival. He had a dream wherein he was 
told the precise location of the lost Idol on the Kaveri bed. 
He rushed to the place and found the Idol at the very spot 
mentioned in the dream. The vigraha proper was first 
found and the Tiruvas'i (the ornamental arch over the head 
of the Idol) was found at another neighbouring spot. The 
Idol luckily for us, got stuck up in the mire in the bed. He 
was all joy when he got back the idol and returned home in 
great ecstasy. Thus he was without his favourite Idol for a 
couple of months. 

At the spot at which the Idol was thrown, Ramudu Bhaga- 
vatar (the great grand-son of Tyagaraja’s elder brother) lost a 
son. The son accidentally fell in the river at that very spot 
and got drowned. People came to know of it only when his 
body was found there, later on. 
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CHAPTER X 


Pilgrimage to Kanchi, Tirupati and Other Places 
KaTichipuram . 

Upanisad Brahmam of KaSchipuram wrote a sVmiukhain 
(letter) to Tyagaraja about the year 1831 inviting him to his 
place. The contents of the letter, translated and reproduced 
below, speak for themselves : 

To Tyagaraja, 

“Blessings. In my purvas'rama, your 
father and I were Sahapatis (disciples of the same master) 
and bosom friends, i have heard through many, your 
brilliant compositions and am desirous of seeing yon. I 
am past 100 years of age and hence cannot come to 
Tiruvaiyar to see you. I trust, you will come to 
Kanchi, stay as my guest and receive the Grace of 
Lord Varadaraja.” 

It may be mentioned that the Sage Upanisad Brahmam has 
written a commentary on the 108 Upanisads. This 
commentary has now been published by the Theo- 
sophical Society, Adyar, Madras. In the Upanisad 
Brahmendra Math in KaSchipuram, one can see even 
now, a valuable collection of Palm-leaf Manuscripts. 

Upanisad Brahmam was famous for his exposition of 
the Upanisads, He lived for 115 years. 



Temple of Varadaraja, Kanchipuram — View of 
the Gopuram, tank and the 1030-pillared Hall. 
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When Tyagaraja made known his decision, that he was 
going to honour the invitation of Upanisad Brahmam and visit 
Kanchi, many disciples requested the Master to include visits 
to some of the other important places during the course of 
the journey. An itinerary was chalked out. The Master 
was carried in a Palanquin by his sisyas. Of the senior dis¬ 
ciples who accompanied him during this historic pilgrimage 
were Tanjore Rama Rao, Walajapet Vefikataramana Bhaga- 
vatar, Tillasthanam Rama Ayyahgar and Sojiri SUaramayya. 
Some disciples went in advance to make arrangements for the 
sojourn of the Party. Umaiyalpuram Krstja Bhagavatar and 
Sundara Bhagavatar became disciples of Tyagaraja after his 
return to Tiruvaiyar from this pilgrimage. Walajapet Krsria- 
svami Bhagavatar and Kanjira vidvan Radhakrsija Ayyar 
became disciples during this trip. 


Tyagaraja came to Kanciaipuram and stayed as the honour¬ 
ed guest of Upanisad Brahmam for some days. His bhajanas 
were largely attended and every one felt a devotional thrill 
by listening to his songs. The feeling that they had been 
cleansed of all dirt came over everyone who heard his music. 
The songs Varadaraja (Svarabhusaiji raga) and Varada 
navanitas'a (Ragapanjaram) were composed by him in 
praise of Lord Varadaraja during this visit. 

Walajapet. 

Next he visited Walajapet There he stayed for 12 days 
and conducted Bhajanas in the Bhajana Mandiram of 
Walajapet Vefikataramana Bhagavatar. The citizens of the 
place rendered signal honour to the Great Composer. On 
the last day of his stay in Walajapet, he was taken in a grand 
procession. Mysore Sadas'iva Rao who was at that time a 
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disciple under Walajapet Vefikataramana Bhagavatar, has 
immortalized the event in a beautiful Kriti in Todi raga, 
beginning with the words, u Tydgardjasvami vedaliua 

Tirupati. 

Tyagaraja then visited Tirupati. In his days there was 
no Motor road to go up the Tirupati hills and pilgrims 
had to walk all the seven miles on the hill steps to 
reach the top. He and his party started ascending early in 
the morning and it was about 11 a.m. when they reached the 
top. Tyagaraja in his excessive desire to have darsan of the 
Lord of the Seven Hills, immediately went to the sacred tank, 
had his bath, finished his customary prayers and rushed to 
the temple. The o ther members of the party were slowly 
getting ready to come to the temple. When he came near 
the sanctum sanctorum he was disappointed to find the 
hanging screen preventing him from having darsan of the 
Lord. He thought that his own pride had taken the 
form of the screen and prevented him from having the 
darsana. In great humility, he sang the song “Tera tiyyaga 
rada ” in Gaulipantu raga - Adi tala. The opening bars of the 
piece reveal clearly the distressed state of his mind. When 
he concluded the song, the screen fell asunder as if by a 
miracle, and he saw Lord Veiika ties'vara in all His Glory, 
He was overjoyed beyond all description and immediately 
burst forth into the song u Venkatas'a tiinnu ” in Madhyama- 
vati raga - Adi tala. The Pallavi translated would mean 
One needs a 10,000 eyes to behold you 1 Oh Vefrkates'a!” hi 
the meantime, devotees had gathered in large numbers and 
witnessed this miracle. The temple archakas also came and 
honoured the composer. It was only then that people came 
to know that it was the great Tyagaraja that had come 
there. 
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P&ttUr (Dead man brought back to life). 

He left Tirupath One early morning he happened to pass 
by Puttur. (Puttur is a Railway Station between Tiruttani 
and Reriigunta on the Madras - Bombay Line). There he 
found a number of people gathered round a dead body with a 
lady and a child in deep mourning. On enquiry he came to 
know, that a certain pilgrim came to the place the previous 
night along with his wife and son and knocked at the doors 
of all the houses to rest over night. But none of the people 
opened the doors of their houses. They suspected that it was 
a tiger that was knocking. (Even now the jungle near PuttGr 
is infested with tigers!. The Pilgrim decided to take shelter 
in the village temple for the night. As it was late in the 
night, the temple gates were bolted from within by the 
watchman. The Pilgrim decided to scale the temple wall 
and after entering inside, thought of opening the door from 
within and sleep in the temple along with his family. It was 
pitch dark and as misfortune would have it, when he scaled 
the wall and got down on the other side he fell into the ad¬ 
joining well and got drowned. The wife anxiously and patiently 
waited for her husband. She became restless when there 
was no trace of him. It was nearing mid-night and for 
fear of attack and molestation, she did not even raise an 
alarm. Due to exhaustion, she slept. 


The temple gates were opened the next morning. The 
temple servants were horrified to find the dead body of the 
lady’s husband in the well. They had it removed and brought 
outside the temple. The villagers had subsequently gathered 
and were offering condolences to the lady on her sad plight. 
It was just at that time that Tyagaraja’s party happened to 
pass by that place. 
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The Great Composer was very much moved at the sap 
plight of the bereaved lady. He came to know that the name 
of the person who got drowned was Sesayya. He found a 
Tulasi-mani haram round his neck, (ft is worn only by pious 
men). Tyagaraja asked his disciples to sing the Kriti, u Nd 
jivadhara ” (Bilahari rag a - Adi tala) At the conclusion of 
the piece, he sprinkled tulasi ththam, i.e, water in which 
ocymum sanctum was soaked. Immediately the dead man 
came back to life and woke up, as if from sleep. All were 
surprised at this modern miracle. Sesayya prostrated before 
Tyagaraja and received his blessings and resumed his 
pilgrimage. 

This is the only occasion when Tyagaraja put to test his 
spiritual powers. Bilahari raga itself is a life-giver and 
appropriately enough its gana kala is morning. It is the idea 
that people should start work for the day by singing a piece 
in a raga which will give joy, courage and enthusiasm. The 
Kriti, “Na jivadhara ” starts with magaiia, a life-giver and it 
has the quintessence of the Bilahari raga in it. When such a 
piece was sung and the tulasi tirtham from the hand of 
Tyagaraja was sprinkled over the body, the life which was 
in a state of suspended animation naturally came back. 

Sholinghur. 

At Sholinghur, lie sang the Kritis, Narasimha nanu 
brOvavZ” (Bilahari raga - Chapu tala) and “Sr» Narasimha 
mam pdhi” (Phalaranjani raga • Des'adi tala) in praise of 
Laksmi Narasimha Svami, the presiding Deity of the place. 
He sang iC Pahi RdmadUta v (Sadvidhamargini raga - Rupaka 
tala) in praise of Anjaneya, in the Anjaneya shrine at 
Sholinghur. 
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The song in Bilahaci raga - Chapu tala “Nivegani nan- 
nevaru gdtura ” was composed in praise of the Deity of a 
Visnu sthala on the banks of the Svaritamukhi river running 
by the side of Kalahasti. 

Madras. 

Kovur Sundara Mudaliyar, a wealthy citizen of Madras at 
that time, was a disciple of Upanisad Brahmam of Kanchi- 
puram. He was a friend of Vina Kuppayyar. When Tyaga¬ 
raja visited Kanchipuram, Kovur Sundara Mudaliyar was 
introduced to him by Upanisad Brahmam. At the suggestion 
of Upanisad Brahmam., Tyagaraja agreed to visit Madras and 
stay as the guest of Sundara Mudaliyar for some time. 
Sundara Mndaliyar’s ^palatial residence was situated in 
No. 4, Bunder Street, George Town, Madras. Tyagaraja 
stayed there as the honoured guest of Sundara Mudaliyar and 
expounded the Devagandhari raga for 8 days in succession. 
During the first six days, at the conclusion of each stage of the 
alapana, he sang one of his own Kritis in Devagandhari raga. 
On 7th and 8th days he sang a pallavi in this raga and 
followed it up with niraval and kalpana svaras. It was a 
veritable feast to the ears of sahgita vidvans and rasikas who 
came to listen to him at that time. 

While in Madras, Tyagaraja visited the Parthasaradhisv&mi 
Temple in Triplicane and composed a Kriti, in praise of the 
Deity. This piece is in Tocli raga - Jhampa tala and begins 
with the words: ‘Svdri vedaltna Parthasaradhini 
ganare ’\ 

*This bangalow was with the Mudaliar family till the year 1870. 
Afterwards it was sold and now it belongs to the M. O. P. Charities. 
In the place of the old bangalow one can see there now only a row 
of shops. 
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TiruvottiyUr. 

At the request of his disciple, Vii>a Kuppayyar, Tyagarap 
visited Tiruvottiyur, a holy place six miles to the North of 
Madras. This place has been hallowed by the visits of Ads 
S'ahkaracharya (7th cent. A. D«), Tirughana Sambandar, 
Appar, Sundaramurti Nayanar and Pattinattar. When Tyaga- 
raja came near the shrine of Tripurasundarij he was 
captivated by the Sannidhyam of the place and he sang the 
new famous TiruvottiyUr Pancharatnam. 


The 5 pieces belonging to this Pancharatnam are : 
Sundari ni divya - Kalyagi 

Sundari nannindarilG - Begada 

Darini telusukonti - Shiddha savers 

Sundari ninu varqimpa - Arabhi 

Katina ialli - Saveri 


All the five pieces bear the stamp of maturity of his 
musical conception. 


KOvUr. 

At the request of KOvur Sundara Mudaliyar, Tyagaraja 
visited KSvur, a place 13i miles to the west of Madras- This 
is a beautiful village and contains an ancient shrine. Sunda- 
res'vara is the name of the God and Soundaryanayaki the 
name of the Goddess, Tyagar&ja sang the Kovur Pancha¬ 
ratnam here. 


The 5 Pieces constituting this group are : 

SambhQ Mahdd&va - Pantuvarali 

I vasudha ntvattti - Sahana 

K6ri slvimpa rdr§ « Kharaharapriya 

Nammi vachchina - Kalyarii 

Sundargs'varuni * S'aftkarabhara$a 



Tiruvottiyur temple — Eastern Gopuram 
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The Thief Incident. 

After visiting KQvur, Tyagaraja and his Party commenced 
their return journey to Tiruvaiyar. Kovur Sundara Mudali- 
yar out of great devotion to the Composer, placed a bag 
containing 1,000 gold pieces Qun-sk^&r) j n hj s 

palanquin and without the knowledge of Tyagaraja. He told 
his disciples, that the sum was intended for being utilized for 
Rama navami, sVi Jay anti and Vaikunta Ekadasi festivals and 
that they should not refuse to take it. The disciples kept 
quiet when they were told that the amount was intended for 
being spent for the festivals. 

In the course of the journey, the party had to pass through 
a jungle one night. The place was infested by the w r ellknown 
Nagalapuram thieves. They were noted for their skill in 
inflicting injuries on passers-by with pebbles {<£*-&rmse i>) shot 
from catapults. Tyagaraja and his Party were surrounded 
by these robbers. When the disciples whispered into 
Tyagaraja’s ears, that thieves had come, he said :— 

“Why should we be afraid of them? What is it that we 
have, for them to molest us and steal ?” 

V'nja Kuppayyar whispered that in the palanquin was the 
bag containing 1,000 gold pieces given by Sundara 
Mudaliyar. 

“Throw it away to the thieves” was Tyagaraja’s-reply. 

Tanjore Rama Rao immediately intervened and said, “No 
Master ! That money was given for being spent • during the 
Rama navami, S'ri Jayanti and Vaikunta Ekadasi festivals. 
It is God’s money and we have no right to throw it away to 
the robbers.” 

“if it is God’s money, let Him take care of it. Why should 
we bother about it” ? said Tyagaraja. 


13 
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So saying he was plunged in meditation. After a few 
minutes he sang the song ‘ Mundvt venaka uiru ” (Darbar 
raga - Adi tala)—The pallavi reminds one of the s'loka, 

Agrata ; prstataschaiva pars'vcitas'cha Mahabalau 

Akarnapurria dhanvanau Raksyetam Rama Laksmanau. 

The purport of the song is“Oh Rama! the slayer of Mura 
and Khara! Come, come with Laksmana quickly to our rescue.’’ 
Immediately two lads appeared on the scene and rained arrows 
on the robbers. They got frightened and ran away to a 
distance. The two lads subsequently came near the palanquin. 
They whispered “The Robber menace is over” and 
disappeared. Tyagaraja peeped out and enquired of the 
disciples who the whisperers were. They were not able 
to give any satisfactory answer. 

The procession was moving all the time and at day 
break, the party came to a village and halted in a choultry. 
The inquisitive thieves stupefied at the sight of the heroic 
lads, were accompanying the party from a respectable 
distance. At dawn, they reverentially came near Tyagaraja 
and asked, who those two lads were, who rained arrows 
on them and terrified them. 

Tyagaraja inferred that they must be only Rama 
and Laksmana and in great ecstasy sang the song 
iC Enta bhagyamQ ” (Sarah ga raga -Adi tala). The anupallavi 
of this song refers to the fact, how the Lord came and 
spoke to him and freed him from the menace. Tyagaraja 
praised the thieves in that they had the supreme fortune 
to see the Divine lads. He gave them Rama nama upa- 
d&sa. The thieves turned a new chapter in their lives, gave 
up their unsocial acts and became good people later on. 



CHAPTER XI 


Tyagaraja’s Disciples and Sishya Parampara 

Tyagaraja possessed the largest number of disciples 
known to have been associated with any single composer in 
India’s musical history. These disciples as well as the 
disciples of these disciples became distinguished composers 
or musicians. Almost all the important luminaries in the 
music of the post-Tyagaraja period will be found to belong 
to Tyagaraja’s sisya parampara (line of disciples). 

The disciples of Tyagaraja learnt their master’s composi¬ 
tions with great zeal and enthusiasm. Some of them were 
already pallavi vidvans at the time of the commencement 
of their tutelage under him. All of them learnt his scho¬ 
larly compositions with avidity and devotion. Some 
specialized in his Divyanama kirtanas. Disciples like Viija 
Kuppayyar and Walajapet Venkataramana Bhagavatar 
served under the Great Composer for many years. Venkata- 
ramana Bhagavatar, being a man of learning and well 
versed in Samskrt and Telugu, acted as a scribe to the 
great bard of Tiruvaiyar and earned his love and blessings. 
All the disciples had a reverential regard for their master. 
They were conscious of his greatness and felt the divine 
spark within him. They saw in him a messenger from 
God, come to this world to contribute to human happiness 
by his musical compositions of unparallelled beauty. His 
radiant personality beaming with spiritual greatness left 
an indelible impression on their minds. It was indeed a 
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rare privilege for any one to have sat at the feet of the 
Apostle of Absolute music and learn his compositions. 

Tyagaraja paired off his disciples according to the pitch, 
timbre, compass, responsive character and capacity of their 
voices and taught to each pair not more than 200 kritis. 
Thus he distributed his thousands of compositions amongst 
the several pairs of his disciples. A shrewd teacher that 
he was, he realized that that number (of kritis) was perhaps 
the upper limit to the retentive capacity of the average 
human memory. In his days, the art of printing had not 
yet come to South India. The only way then to ensure the 
remembrance of the correct renderings of the kritis was by 
frequently repeating them. The cleverer disciples were 
however allowed and encouraged to learn more pieces 
either from the Great Composer himself or from other senior 
disciples. It is thus that the Walajapet disciples and 
the Umaiyalpuram disciples came to have a rich repertoire 
of Tyagaraja’s compositions. 

In his earlier days, when pupils without a good 
grounding in svarajnanam came, Tyagaraja, himself 
took them through a course in graded Divyanamcc Urtanas 
and thus prepared them for his more advanced com¬ 
positions. In later years, however, when pupils without 
svarajnanam came to him, he sent them to another musician 
to undergo the preparatory course. After the preliminary 
course they came to him for lessons in kritis. The first 
kriti that Tyagaraja invariably taught to his disciples was 
“Sr* Janaki manOhara ” in Is'amanohari raga. The Umayal* 
puram disciples followed in the footsteps of their master 
when in their turn they taught this piece first to the 
disciples who came to learn under them. 
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Many people profited by the classes that Tyagaraja 
conducted for his disciples in the evenings. There are 
manuscripts containing the songs of Tyagaraja in some 
skeleton notation, giving mnemonical clues for their ragas 
and talas, and written during the composer’s life-time. An 
examination of these manuscripts reveals that a number of 
his valuable compositions have not yet seen the limelight 
of publicity. 

Tyagaraja did have, the necessity for a large number of 
disciples. They not only recorded those compositions 
which flowed down his mouth during his moments of inspi¬ 
ration, but also taught them in their turn to others. Some 
disciples provided the drone (Tambura) accompaniment and 
others the rhythmic (mridanga and jalra) accompaniment 
in his house bhajanas and street (Unchavritti) bhajanas. 
Good-voiced disciples sang during those bhajanas. It is 
only those that perform bhajanas that can realize the 
valuable help of competent singers and accompanists in 
this form of musical worship. Some disciples fetched 
flowers for their guru’s daily puja, and yet others looked 
after his household work. None of them paid any fee. On 
the other hand, they obtained from the Great Composer his 
hearty blessings, and it is this grace, that sustained them 
later on in their lives. 

Not a day passed without his composing a piece or two. 
On Ekadasi days when he was lost in spiritual ecstasy, 
more pieces came out of him. The vidvan disciples 
faithfully recorded those compositions in notation which 
otherwise would have been lost to humanity. It was a 
thrilling experience for the disciples to listen to the new 
creations of their master*' each time. If some of the 
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disciples stayed with their master for a number of years 
and if some of them were his life-long disciples, it is due to 
the fact that the attraction to learn his newly composed 
pieces was too strong for them to resist. The great reciter 
of 96 crores of Ram Nam, (an achievement without a paral¬ 
lel in the life-histories of bhaktas of India) loved his disci¬ 
ples and was intensely fond of them—a rare quality found 
only in persons of his eminence. Towards the latter part 
of his life, the number of his compositions had reached 
such a staggering number, that by way of recapitulating 
them, he asked the disciples who had specialised in them to 
give complete recitals of them according to a planned 
programme. With the exception of his favourite pieces 
which he asked his disciples to sing frequently in his 
bhajanas, he perhaps heard his other pieces only once 
during a year. 

Among the disciples of Tyagaraja, Tanjore Rama Rao 
was the senior most in age and he was practically the 
Great Composer’s private secretary. He planned out his 
itineraries and accompanied him during his tours. He 
accompanied Tyagaraja during his famous trip to the North, 
covering Kanchipuram, Tirupati, Walajapet, Sholinghur, 
Madras, Tiruvottiyur and Ksvur. He was able to 
move with his master with a certain amount of freedom. 
For this reason, the other sisyas used to refer to him as 
Chinna Tyagaraja. Whenever they desired something to 
be communicated to their master, they did so through 
Tanjore Rama Rao. Rama Rao was younger than Tyaga¬ 
raja by two years. It may be interesting to know, that the 
disciples used to refer to Walajapet Vehkataramapa 
Bhagavatar as Gapapati since he was somewhat stout and 
strong. Whenever work involving physical labour had to 
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be done by the disciples, they invariably entrusted it to 
‘Ganapati’. That Tyagaraja was never referred to by 
name but by the dignified appellation of *Ayyarval ’ is 
proof of the fact that the Great Composer was held in high 
esteem by his disciples, admirers and the general public. 

Tyagaraja’s disciples may be grouped under three heads :— 

(Only the more prominent of his direct disciples and the 
deceased members of his sisya parampara are 
referred to here). 

I. Those who became composers. 

Tyagaraja 
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Ragamalikas) varnas, etc.) 

Svarajatis) 


Sishya Parampara 
1. Vina Kuppayyar 


Tiruvottiyur Ksttavasal Fiddle SItaramayya 

Tyagayyar Venkatarama Ponnusvami (Pallavi vidvan) 
(son of Vina Ayyar (Composer of 
Kuppayyar and (Composer varftas) 

Composer of of varnas) 
kritis & varrias) 
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Subbar ay a, S^stri 


A$iiasyami S'astri 
(Adopted son of 
Subbaraya S'astri 
and Composer of 
darns, kritis, etc* 


S'obhanadri 
(Composer of 
Svarajatis) 


Chandragiri 
Rangacharlu (As® 
eminent violinist) 


S'ingaracharlu Brothers. 
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Ramanithapnram Srinivasa AyyarigSr 
(Composer of kritis, varnas, javalis and tillanag) 


Sus'erla Daksinamnrti S^strulu 

* n 



PLATE IX 



Arupattumuvar — The above is a Photograph of 
the beautiful painting of the 63 Tamil Saints of 
South India, in Maha Vaidyanatha Ayyar’s house in 
Tiruvaiyar and to which he offered worship. 
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4. Walajapet Venkalaramana Bhagavatar 

Mysore Sadas'iva Rao (Composer of kritis and varijas) 

5. Walajapet Krsriasvami Bhagavatar 

Tiruvottiyur S. A. Ramasvami Ayyar 
(The first scholar to publish the complete works of 
Tyagaraja under the nom-de-plume (Ramananda Ysgigal) 


II. 


Those who became good performers. 

Tyagaraja 
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Tiruvottiyur 
S. A. Rama¬ 
svami Ayyar 
(Also a disciple of 
Walajapet Krsnasvami Bhagavatar) 




The Brothers : Tillasthanam Panju 
Bhagavatar (biographer of Tyagaraja) 
and Narasimha Bhagavatar (Harikatha 
Performer and Publisher of 
Tyagaraja’s Kirtanas) 
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Pallavi S'esayyar (composer of kritis, varpas and tillanas) 

I 

Manattattai Duraisami Ayyar 


Tyagaraja 


18. 19. 20. 21. 22. 23. 

Gaijesayya Sojiri L&lgudi Kanjlra SevunS Amrta- 

Garu Sitarama Ramayya Vidvan Venkata* lingam 
Ayya Radha- chala- Pillai 

krsnayyar pati 
of Chittoor Bhaga- 
vatar (who 

specialized in the Divyanama Kirtanas of Tyagaraja) 
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III. Other disciples. 

Tyagaraja 


24. 25. 

Walajapet Kumbakoiiam 

P o t t i Josyar Aravamuda Ayyangar 
(disciples in Mantra and JyStisa S'astras) 

The disciples of Tyagaraja proved themselves worthy of 

•# 

their great Guru. Their disciples and their disciples* 
disciples in their turn have by their brilliant attainments 
and splendid compositions proved themselves worthy 
members of the great line. 

Circumstances that Led to the Discipleship of 

Some of His Sishyas 

Walajapet Venkataramana Bhagavatar. 

The circumstances that led to the discipleship of Venkata- 
ramana Bhagavatar under Tyagaraja are interesting. Venkata- 
ramana Bhagavatar originally lived in Ayyampet in Tanjore 
District. When young, he used to go to Tiruvaiyar every day 
to attend the bhajanas of Tyagaraja. The irrepressible 
desire arose within him that he must do some kind of service 
(, kainkaryam ) to the Great Composer. Every morning he 
brought plenty of Tulasi (ocymum sanctum) and kept the 
same in the pial of the house of the Great Composer for his 
puja. The disciples took the same to the puja room. Tyaga¬ 
raja thus had plenty of Tulasi every morning for his puja. 
One day as misfortune would have it, VenkataramaUa Bhaga¬ 
vatar fell ill and there was no Tulasi for the puja that day. 
Tyagaraja enquired why there was no Tulasi that day and 
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the disciples narrated that one young man from Ayyampet used 
to bring it every morning and that he had not come that day. 
Tyagaraja was all along under the impression that the Tulasi 
was brought by one of his own sisyas. He expressed a desire 
to meet the young man. Next day VehkataramaVa Bhagavatar 
who had recovered from his illness, brought Tulasi as 
usual and he was immediately taken to the Great Composer. 
The Great Composer was touched by his devotion and from 
that time onwards he began to teach him his songs. The 
Bhagavatar continued the Tulasi kairikaryam right through 
his life and his son also continued it when he became the 
disciple of the Bard of Tiruvaiyar. 

Utnaiyalpuram Krsna Bhagavatar and 

Sundara Bhagavatar. 

These two brothers belonged to a family of eight 
brothers. The eldest of them was Vengu Bhagavatar. Vengu 
Bhagavatar was a Vyakara^a vidvan and a scholar in the 
Ram ay ana. He read and expounded the Ramdyana in 
the presence of Tyagaraja in Tiruvaiyar, day after day 
and completed it in a period of six months. TyagarSja was 
impressed with his learning and powers of exposition and 
paid a tribute to him. Vengu Bhagavatar requested Tyagaraja 
to teach music to his two younger brothers, Krsnan and 
Sundaram who were then lads of 10 and 8 years of age res¬ 
pectively. With the magnanimity characteristic of him, 
Tyagaraja readily said £f Bring them tomorrow itself. I shall 
start giving lessons.’ 5 

The two brothers were taken the next day to the Great 
Composer and the first song taught by him to them was 
SV* JdnakimanQhara 55 in Is'amanOhari raga. From the 10th 
to the 22nd year, Krsn.a Bhagavatar and his brother were 
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under Tyagaraja’s tutelage. Vengu Bhagavatar’s son was 
Umaiyalpuram Sami Bhagavatar. 

When people without good grounding in music came to 
Tyagaraja to learn his kritis, he first sent them to one 
Jagadraksaka Bhagavatar in Acluturai to receive training in 
the Abhyasa gana exercises, comprising Saralis, Alahkaras, 
Gitas and Varpas. They learnt under him for a period of 5 
to 6 months and then came to Tyagaraja to learn the Kritis 
directly from him. Umaiyalpuram Krsna Bhagavatar and 
Sundara Bhagavatar also received training under Jagad- 
raksaka Bhagavatar for a period of 6 months. 

As already mentioned, when the Umaiyalpuram disciples 
started their studies under Tyagaraja, the latter had already 
returned from his historic Pilgrimage to Kanchipuram, 
Tirupati and other places. 

Kdftjtra vidvdn Rddhdkrsna Ayyar of Chittoor. 

Tyagaraja, as already mentioned on p. 91 visited 
Kanchipuram at the request of the Sage, Upanisad 
Brahmam. One day he was performing Bhajana at 
the Upanishad Brahmendra Math. Kanjira vidvan 
Radhakrsria Ayyar was present there with his Kanjira. 
He was not introduced to the Great Composer and was 
sitting quietly at one corner. He was very much capti¬ 
vated by the spiritual and musical atmosphere of the place. 
The songs sung were so fascinating that he was tempted to 
provide rhythmic accompaniment on his Kanjira. But the 
fear was there that Tyagaraja and his disciples may not 
relish his play. He hesitated for a while and at last 
mustered courage and began to play mildly on his instru¬ 
ment. Since he had a nice touch on the instrument, and 
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since his delicate play harmonized with the music* nobody 
objected to his play. Some even began to appreciate his play. 
He slowly increased the intensity of his play. After some 
time Tyagaraja himself turned round to see the person who 
was playing on the Kanjira. He expressed approval of his play 
and from that time onwards, Radhakrsna Ayyar became a 
disciple of Tyagaraja. He provided Kanjira accompaniment 
during Tyagaraja’s subsequent bhajanas. Radhakrsna 
Ayyar’s play was not only pleasing but was characterized 
by high class technique. 

Sojiri Sitaramayya . 

Soriji Sitaramayya (also called Pallavi Sitaramayya and 
Soldier Sitaramayya) and Pallavi Duraisami Ayyar were so 
puffed up with their attainments and talents in music that at first 
they did not regard Tyagaraja with the veneration due to him. 
They thought that he was only a composer and not capable 
of superb flights in the realm of manOdharma sahgita. One 
night Tyagaraja was sitting on the pial of his house and was 
developing the Saurastra raga in a detailed manner. These 
two musicians happened to pass by Tyagaraja’s house at that 
time and listened to his alapana. The alapana was so captivat¬ 
ing and so refreshingly original that they sat on the pial of a 
neighbouring house and continued to listen to his lofty flights in 
this raga. Tyagaraja continued his alapana and tana for many 
hours and till late in the night. The two vidvans were thrilled 
at his music and at the same time felt humbled. They thought 
that they were pigmies before the musical giant of Tiruvaiyar. 
Next morning they went to Tyagaraja and prostrated before 
him. They regretted that they had not properly understood 
his greatness and begged of his pardon. With his usual 
magnanimity, Tyagaraja forgave them and began to teach his 
songs to them. Sojiri Sitaramayya learnt under Tyagaraja for 
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many years. He also accompanied him during his trip to 
Kanchipuram and Tirupati. Pallavi Duraisami Ayyar, the 
precocious musician that he was, died young at the age of 33, 
after achieving some laurels in music. 

Notes on Some of His Disciples and Members of 
His Sishya Parampara 
Vina Kuppayyar. 

The most distinguished of Tyagaraja’s disciples was 
horn in Tiruvottiyur, a sacred place six miles to the north 
of Madras. He was also called Pata Kuppayyar, Tiruvotti- 
yur Kuppayyar and Narayaijagaula Kuppayyar, on account 
of his extraordinary originality in handling this raga. He 
was a Tamil Brahmin of the Vadama sect and was a Sama 
vedi. He came of the Bharadvaja Gotra. His father was 
Sambamurti S'astri, a great musician and vainika. Of him 
it was said: Sambadu vayittchavale, Sambadu vinavaU , 
i.e. Sambadu (Sambamurti S'astri) should play (the Vuja) 
and Sambadu (God S'iva) should listen to that music. It 
was said that musicians who listened to Vipa Kuppayyar’s 
performances profited greatly by them—such an original 
and creative artist was he. He was also a violinist and 
earned the title of ‘ c Gana chakravarti ’ for his proficiency 
in the different systems of music. He has composed many 
varnas, kritis and tillanas. He had a large number of 
disciples, prominent amongst whom may be mentioned 
Kottavasal Venkataramayyar (the author of many varnas), 
Sitaramayya (a pallavi vidvan) and Fiddle Ponmisvami 
(the author of many varnas). Vfija Kuppayyar had three 
sons:— Krsnasvami, Ramasvami and Tyagayyar all of 
whom became great musicians. But the last named became 
a great composer as well. This Tyagayyar has published 



112 


GREAT COMPOSERS - BOOK II 


his own compositions in the book “ Sahkirtana ratnavatV\ 
He has rendered signal service to the music world by pub¬ 
lishing his father’s kritis and varpas in his other work, 
“Pallavi svara kalpa valli”. 

Villa Kuppayyar was a great bhakta and carried on the 
worship of his family Deity “Rddha Rukmini sameda S'ri 
Venugopalasvdmi” with great devotion and fervour. It 
was because of his devotion to his family deity that he 
signed his pieces as “G^pdla dasa”. He served under the 
great Tyagaraja for a long period and learnt the art of 
musical composition from him in a manner in which it was 
not the privilege of any other of his (Tyagaraja’s) disciples. 

As stated on p. 96, at the invitation of Vipa Kuppayyar, 
the great composer of Tiruvaiyar, visited Tiruvottiyur. 
There in praise of Tripurasundari Ambal he composed 
the five kritis :— Kanna talli , Sundari ninnu varnimpa , 
Sundari namiindarild , Darini telusukonti } Sundari ni 
divya rUpamuna. Both of them next visited Kovur, 
halting at Madras on the way. Kuppayyar was the sama- 
sthana vidvan of KovUr at that time and enjoyed the 
patronage of Sundara Mudaliyar. 

During the latter part of his life, Vi$a Kuppayyar came 
and settled down in Madras. His house in Ramasvami 
Street, Muthialpet, became a musical centre and 'many 
musicians and composers derived inspiration by coming 
into contact with him. 

Vlpa Kuppayyar lived for 62 years. He was mainly 
responsible for making Madras a seat of musical culture. 
Madras has every reason to be proud of him. 
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Vina Kuppayyar had two wives ; the first wife died 
issueless. The second wife was called Sitamma. Viija 
Kuppayyar begot his three sons by his second wife. 

Kuppayyar originally lived in Ksvur ((?*/r^/r) and from 
there went to Tiruvottiyur and afterwards 

came and settled down in Madras. 

Kuppayyar s eldest son passed away early in his life 
leaving a widow, 16 years old. 

Of Vl£a Kuppayyar's sons, Ramasvami and Tyagayyar 
had no issues. Kuppayyar had a daughter by name 
Sundaram. The other son of Vuja Kuppayyar (Krspasvami) 
left a son nine months old at the time of his death. This 
child was named Kuppusvami. This Kuppusvami passed 
away in his 41st year in May 1908, leaving a daughter and 
this daughter is the wife of Mr. Ramaswami Ayyar (J/ruD 
sheuiruSl) now living in that house. 

Tiruvottiyur Tyagayyar was born in the year 1845. He 
lived for seventy-two years and passed away in 1917. This 
Tyagayyar was born to Vina Kuppayyar after the great 
Tyagaraja came to Vina Kuppayyar’s house in 1839 or so 
and was hence given the name of the great composer. 

Man&mbuchavadi Venkatasubbayyar . 

Another of Tyagaraja’s illustrious disciples was Manam- 
buchava<Ji Venkatasubbayyar. He was a Muriginadu 
Telugu Brahmin and Was a relative of the Great 
Composer. He was an expert violinist. Prominent musi¬ 
cians like Maha Vaidyanatha Ayyar, Patnam Subrahma^iya 
Ayyar, Sarabha S'astrigal, L§vani Venkata Rao, Fiddle 


15 



114 


GREAT COMPOSERS - BOOK II 


Venkoba Rao, Panchapakes'ayya (grand-son of Tyagaraja) 
and S'ivaramayyar studied under him. He has composed 
many kritis with the signature “Venkates'a”. Some of the 
kritis ascribed to Patriam Subrahmanya Ayyar are in 
reality those of Manambuchavadi Venkatasubbayyar's. The 
dubious authorship arose from the fact that both of them 
signed their pieces with the same signature 'Venkatas'a\ 
In the kriti, “Svcimiki sariyevarana vachchu” in Deva- 
gandhari raga, he pays his homage to his guru. The Kritis, 
Mariyada gddu (Sarasvati raga) and JSfarahari hariyani 
and the rSgamalikas: SivabhUpate and Karuninchumu as 
also the two Malayamaruta raga kritis: Dhanyudevvccdo 
and Jatimatnenduku are his. 

Manambuchavadi Veilkatasubbayyar has composed kritis 
in two rare ragas •— 

L Avarakuta in Kutuhala raga - Adi tala. 

This raga is a janya of the 29th mela and takes the 
following arohana and avaroha#a: 

srmndp ns — s n d p in g r s ; 

2. Parabrahmamu in Pravalajoti raga - Adi tala. 

This is a janya of the 28th mela and takes the following 
arohaija and avarohana : 

$ r m P d n s — sndnpmgs . 

Pallavi Sesayyar (1846 — 1908). 

Amongst the composers who have enriched the music of 
the post-Tyagaraja period, Pallavi Sesayyar occupies a 
prominent place. He belongs to Tyagaraja’s sisya param- 
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para. His father Neikkarappatti Subbayyar was a direct 
disciple of Tyagaraja. Neikkarappatti is a village in the 
Salem District. Pallavi Sesayyar was a Telugu Brahmin 
and belonged to the Muriginadu sect. To this sect belongs 
the great composer Tyagaraja. Pallavi Sesayyar was a 
laksana-laksya vidvan and a versatile composer. He has 
composed Kritis, Pada varijas and Tillanas. His Kritis are 
brimful of raga bhava. His tillanas in Kanada, Kapi, 
Vasanta and Dhanyasi ragas are splendid compositions. 
All his compositions are in Telugu. 

Pallavi Sesayyar became proficient in music early in his 
life. He learnt Tyagaraja’s compositions from his own 
father. He specialized in Pallavi singing. He was able 
to handle even intricate pallavis with perfect ease. He was 
endowed with an extraordinary creative faculty. He was 
able to sing even minor ragas for hours together. Once in 
the music festival conducted by Tiruvottiyur Tyagayyar in 
Madras, he sang the Dhanyasi raga and Pallavi for 8 hours. 
On another occasion he sang the Gaulipantu raga for 3 hours. 
At one concert, he sang the raga, Dvijavanti elaborately. 
The audience on all these occasions consisted of Sangita 
vidvans. These are glorious records and these achieve¬ 
ments have passed into musical history. He had also the 
capacity to sing Kalpana jatis. After singing kalpana svaras 
to the chosen theme, he used to delight his audiences by 
singing jatis extempore. 

Pallavi Sesayyar was a devotee of S f ri Rama. His com¬ 
positions breathe the fragrance of bhakti, In his compositions 
we see a natural flow of music. Easy diction and sweet 
sounding words are a feature of his sahityas. The sangatis 
in his Kritis succeed one another naturally. He is the first 
composer to compose a Kriti in .Mallikavasanta raga: 
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s g in p ii s — s n d p m g r s . 

(Janya of Mayamalavagaula). 

His compositions in Bhairavi, Pur^asadjam, Gaurimanohari, 
Kedaragaula, Sama, Khamas, Kedaram, Garudadhvani, 
S'uddha s&veri, Hindusthan Behag, Subhapantuvarali 
and Saijmukhapriya ragas are as suggestive as they 
are interesting. 

Pallavi Sesayyar is a svanama mudrakara. He was 
honoured in the Mysore Samasthanam. One of his prominent 
disciples was Mariattattai Duraisvami Ayyar. Pallavi 
Sesayyar has done yeoman service by rendering his compo¬ 
sitions in notation. He has also left a Manuscript containing 
the arShaija and avarsha^a of more than a thousand ragas. 
This Manuscript also contains brief notes on some other r&gas. 

The circumstances attending the composition of his Tillana 
in Dhanyasi raga are interesting. Once he went to Mysore 
desiring to sing in the Royal presence. He could not easily get 
an opportunity to do so. One Friday evening, he went up the 
Chamundi Hill and stood in front of the big Bull on the way. 
In those days, there was no Motor road to go up the Hill and 
the Maharajah invariably went along the pedestrian route 
and ascended the Hill. The Maharaja as usual went up the hill 
that afternoon. At the spot in front of the Bull, he saw a 
scholarly person standing. From his appearance, he easily 
guessed that he must be either a poet or a sangita vidvan. The 
Maharajah asked him who he was and what made him come 
and stand there all alone. Pallavi Sesayyar replied that he was 
a sangita vidvan and had come all the way to Mysore to sing 
in the Royal presence and that his attempts to gain an oppor¬ 
tunity to sing before His Highness so far were not successful. 
Forthwith the Maharajah invited him to come to the Palace 
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the next day afternoon and issued orders to that effect to the 
Darbar Bakshi. Pallavi Sesayyar composed that night this 
Tillana in Dhanyasi rag a and the sahitya at the commence¬ 
ment of the chararia, 

et BhUmivelayu Sdmakulavara ! Syama bhUpa I S&suni 
manavini vini, 

Kdmitdrthamu losagi kdvumika 
Kalyana gun a dhira udhara ” 

is self-explanatory. The Maharajah listened to the Dhanyasi 
Tillana brought as a gift to him and appreciated the creative 
talents of the Vidyan. He heard his concert subsequently 
and bestowed upon him special honours. 

The Kapi raga that Pallavi Sesayyar has pictured to us in 
the Tillana, U day ana dhim is the upafiga type of Kapi 
raga taking the arOhaiia and avarQharta s r m p n s — 
sndnpmGrs. Gmp occurs herein as a vis'esa prayOga. 

It does not take the foreign notes, antara gandhara, s'uddha 
dhaivata and kakali nisada. Thus in the laksya of 
Karna$ic music, we have three varieties of Kapi raga, 
firstly the pure Karnataka kapi.immortalized by Kset- 
rayya in his Padas, by Tyagaraja in Chutamurdre 
(Nowkd Charitram ) and other songs and by Syama 
S'astri in Akhildndes'vari. Secondly the upafiga 
type of Kapi which we see in Pallavi Sesayyar’s 
Tillana and in the Kriti, ManamOhana Syamata 
Rama . Thirdly there is the bhasahga type of Kapi 
made familiar to us in javalis like Vaddani ne. 
The bhasahga type of Kapi is also known by the 
names, Hindusthani Kapi, Des'ya Kapi and Mis'ra 
Kapi. Tyagaraja did not compose in Hindusthani 
Kapi but only in Karnataka Kapi. 
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Walajapet Disciples of Tyagaraja 

Of the thirty prominent disciples of Tyagaraja, the names 
of Walajapet Vehkatarama^a Bhagavatar and his gifted 
son Walajapet Krspasvami Bhagavatar will be specially 
remembered by posterity. They have rendered signal 
service to the cause of Karnatic music by preserving and 
popularizing the sterling compositions of Tyagaraja. Both 
the father and the son were deeply devoted to the sage of 
Tiruvaiyar and earned his grace. Venkataramaria Bhaga¬ 
vatar was a great scholar in Sanskrit and Telugu. He was 
alive to the divinity within his Master His reverential 
regard for Tyagaraja was the consequence of the reali¬ 
zation of the spiritual and musical greatness of his Master. 
He carefully noted down his Guru’s compositions and 
operas. It is from the Walajapet collection that the 
musical world came to know of the three operas of 
Tyagaraja: Prahldda Bhakti Vijayam, Nowka Chari tram 
and Sitardma Vijayam . While the texts of the first two 
operas have been published, the text of SUdrdma Vijayam 
has yet to be traced. This opera pertains to the story of the 
Uttara Ramayana. The music of the Nowka Charitram 
has been published but not the music of Prahlada 
Bhakti Vijdyam. Whereas the other disciples of Tyagaraja 
were more interested in learning his Kritis, the Walajapet 
disciples took care to learn not only his Kritis but also his 
opferas. 

It is possible that the famous Manuscript copy of 
Potana’s Bbagavatam^ now treasured in the Saurastra 
Sabha in, Madura was written by Walajapet Vefikata- 
ramana Bhagavatar and presented to Tyagaraja on the 
occasion of the latter’s Sastiabdapurti in the year 
1827. The paper on which the Bhagavatam is written 
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bears the water mark impression: 1823, 1824 and 1825. In 
the water mark impression, we see the spade Trade mark 
and also name of the firm: Wise and Co. The fact that 
this copy of Bhagavatam was used by Tyagaraja for his 
daily parayapam gives an added sanctity to the Manus¬ 
cript. 

Both Vehkataramana Bhagavatar and Krspasvami 
Bhagavatar have left for us detailed biographies of the 
Great Composer, The saint’s date of birth as also his 
horoscope have been kindly preserved for us by them. 

Vehkataramana Bhagavatar was born on the 10th Masi 
of the Sarvari year - Bahula Dasami, Mula Naksatra, 
Risabha Lagna - Sunday (18th February 1781). He belongs 
to the community of Saurastra Brahmins. His father was 
Nannusvami Bhagavatar. His grand-father was Kuppayyar. 
He studied Sanskrit and Telugu. Hearing of Tyagaraja’s 
greatness, he went every day to Tiruvaiyar, a distance 
of seven miles from his own place, Ayyampet He desired 
to study music under the Great Composer. For two years 
he was closely attending the lessons given by Tyagaraja to 
his sisyas. As already mentioned, on pp. 107 and 108, the 
long-desired opportunity came and he was admitted as a 
sisya of Tyagaraja. 

In the earlier stages, Venkataramapa Bhagavatar did 
not make the expected progress and it became a problem 
for the great composer. The latter went out of the way to 
pray S'ri Rama that his pupil may be blessed with musical 
intelligence. The song jtlanamosagarada in Sadvidha- 
margipi raga was composed by him praying to God that 
He may be pleased to confer jnana on his pupil, From the 
next day onwards, Venkat&ramapa Bhagavatar made rapid 
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progress to the surprise of all. Tyagaraja indeed was a rare 
type of an Acharya (teacher). 

Vehkataramatya Bhagavatar was a tall, stout, well-built 
man and was called c Ganapati 5 by his co-disciples. For 2G 
years, he was associated with TySgaraja. In his 41st year, he 
married Muthulaksmi Aminal. For the sake of improving his 
business, he went to WSlajapet. 

The Mangalastakam (S'rtmat Kcikarla vams'dhdi) and 
the Dhyana s'Wkas composed by Venkataramaija Bhaga¬ 
vatar in praise of Tyagaraja are fitting tributes to the great¬ 
ness of his Master. VenkataramaJja Bhagavatar has also 
composed some Kritis with the signature : Ramacbandrapura 
(the original name of Ayyampet). He passed away on the 
S'uddha saptami of Margas'ira month of Bhava year corres¬ 
ponding to Tuesday, 15th December 1874. 

The pallavi and anupallavi of the song, Tulasidala - 
mulache (Mayamalavagaula raga) may be taken as suggestive 
of the continued Tulasi kainkaryam of the Walajapet Bhaga- 
vatars to Tyagaraja (see pp. 107 and 108) and which enabled 
the latter to perform Tulasi archana to the Lord continuously. 

The principal disciples of Walajapet Venkajaramana 
Bhagavatar were: 

(1) Mysore Sadas'iva Rad, 

(2) Pallavi Ellayyar of Raya Vellore* 

(8) Loka Narayaftayyar, 

(4) Kavi Venkata Suri and 

(5) Aru^achala Achari of Kanchipuram, 

When the Bhajana Mandiram in WS13.jS.pet was Completed 
and consecrated and Rama vigraha was Installed there, 
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Mysore Sadas'iva Rao immortalized the occasion in a beautiful 
Khtana in KambhOji raga, beginning with the words “Sr* 
Sit a Laksmanasameda S'rl KQdandaramasvami nanu 
raksimpav&tni 

Krsnasvami Bhagavatar, the eldest son of Venkataramana 
Bhagavatar was born on Monday, 19th April 1824 - on 
the 9th ChitLa of the Tararia year (Saptami - Miduna 
Lagnam). In his 16th year, he went to Tiruvaiyar. He 
married Rukmini Animal and the great composer blessed 
the couple. Krsnasvami Bhagavatar practised the violin. 
Three sons, Ramachandra Bhagavatar, Ramakrsna Bhaga¬ 
vatar and Ramasvami Bhagavatar were born to him. The 
last named is the author of the book, Tydgabrahmdpanisad. 

Krsnasvami Bhagavatar has composed some Kritis and 
Svarajatis. He assisted Mr. A. M. Chinnasvami Mudaliyar in 
his publication 1 Oriental Music in European notation ” by 
giving correct versions of the compositions of Tyagaraja. A 
proof sheet of the above book containing the corrections 
carried out by Walajapet Krsnasvami Bhagavatar can be seen 
in the Walajapet collection housed in the Saurastra Sabha 
Library, Madurai. 

The principal disciples of Krsnasvami Bhagavatar were. 
Fiddle Munusamappa of Bangalore and Tiruvottiyur S. A. 
Ramasvami Ayyar. It was the custom for Krsnasvami Bhaga¬ 
vatar to sing every forenoon ten kritis of Tyagaraja and then 
take his meal. The ten Kritis sung on one day was not 
repeated the following day. Thus in a year he sang 3,600 
Kritis and thus kept himself in lively touch with all the 
compositions of the Saint. 
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CHAPTER XII 


His Last Days - Conclusion and Miscellaneous 

In the year 1845, at the commencement of the Tamil 
year Vis'vavasu (about April or May) his wife passed away. 
In the following year Parabhava, he himself was called to 
the sacred feet of the Lord. The circumstances attending 
his mortal end are as thrilling as they are fascinating. 
Perhaps in the life of no other composer, poet or bhakta in 
India or'in any other part of the world has this miracle been 
witnessed. 


His Last Moments 

On the Das'ami night preceding his siddhi, he had the 
famous dream, which he has immortalized in the Sahana 
raga kriti, “ Giripainela ”. In the dream, he was promised 
that he will be called to the lotus feet of the Lord in 10 days 
time. On the following night, i.e. Pusya S'uddha Ekadasi 
night, towards the close of the bhajana, he addressed the 
congregation, thus: “ On the coming Pusya Bahula 

Panchami day an adbhutam (surprising event) will take 
place. I request all of you to come on that day”. This 
startling announcement set all the people thinking. On 
the Chaturthi day, i.e. the day prior to his demise, he 
requested Paramahamsa Brahmanandendra Svami to initiate 
him into sanyasa as'rama. At first, the holy sage refused to 
condescend to his request saying that he (Tyagaraja) was 
already a Jivanmukta and there was no need for him to be 
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initiated into the sanyasa as'rama. But on Tyagaraja 
repeating his request, he agreed to do so. 

Tyagaraja was initiated into the As'rama and was given 
the name Nadabrahmananda. After this, Tyagaraja said 
to those assembled “Tomorrow* at 11am. S'ri Rama has 
promised to take me back; please perform bhajana continu¬ 
ously from now onwards’’. This news soon spread and a 
large number of people had gathered the following morning 
to witness the closing moments of this Great Saint. There 
was a dismal gloom cast over Tiruvaiyar. Amongst the 
disciples that were present at that time were Umaiyalpuram 
Krsna Bhagavatar and Sundara Bhagavatar, Tillasthanam 
Rama A'yyarigar, Ayya Bhagavatar and Walajapet Krsna- 
svami Bhagavatar. Kanchi Vehkatadri Svami and Taluq 
Tahsildar Syama Rao were also present at that time On 
the morning of his siddhi, he composed and sang the two 
famous songs, 

Paramatmudu - Vagadhls'vari raga (Adi tala) and 

Paritapamu - ManOhari raga (Rupaka tala) 

Tyagaraja sat in Yoga samadhi* . At the predicted 
moment, the congregation heard a mysterious nadam 
(sound) emanating from the Saint’s head. Soon they saw a 
bright halo of light flying off from his head and vanishing 
slowly into the atmosphere high up and proceeding in a 
northerly direction. The mortal remains were then taken to 
the Kaveri bank with all honours and to the accompaniment 
of music and interred in a place adjoining the samadhi of his 
Guru, .Softti Vehkataramanayya. It was Tyagaraja’s wish 
that his remains should be interred next to that .of his 
Guru. 
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Samadhi Utsavam 

Tiruvaiyar is noted for the two grand festivals : (1) Sapta 
sthana utsavam taking place in April and (2) Tyagaraja 
utsavam taking place in January. At least 50,000 visitors 
and devotees throng to Tiruvaiyar each year to attend 
these festivals. 

When Tyagaraja attained siddhi , his body was carried 
with all the religious and musical honours to the ghat and 
orthodox ceremonies and Mahabhisekam were performed 
with punctilious care. 

Over the spot where his remains were interred, a 
brindavanam was erected. For Siva bhaktas it is usual to 
instal a lingam. For Hariddsas it is customary to erect a 
brindavanam. Brindavanam is a small hollow brick structure 
of four feet or more in height and in the interior of this, the 
sacred plant tulasi (ocymum sanctum) is planted and grown. 


Prophetically enough, Tyagaraja 'was saying to his 
disciples during his life-time, that his greatness will be known 
only sixty years after his demise. Ever since his siddhi, the 
XJmaiyalpuram disciples and others used to go to the Samadhi 
every year during the Pusya Bahula Panchami day, do puja 
there and come home and perform the aradhana proper. It 
is said that on those occasions, they became so absorbed and 
choked with the memory of the composer, that only tears 
rolled down their eyes and they could hardly sing. 

Surprisingly enough, from the year 1907 onwards, th<' 
Samadhi utsavam entered on a new phase. Narasimh- 
Bhagavatar and Panju Bhagavatar of Tillasthanam along witl 




vine- musicians, participating in the rendering ot the uhanaraga rancha’ atnam. 




PL.'TE XI 



Famudu Bhagavatar in the Shrine of Tyagaraja’s Samadhi. 
Behind him and the Image is the structure over the samadhi 
and to which Abhiseka is being performed. The floral top 
of this structure can be seen in the picture- 
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the great violinist, GOvindasvami Pillai of Tiruchi began to 
celebrate the Utsavam on a grand scale. 

The late Bangalore Nagaratnammal has earned for herself 
undying fame by spending all her savings in constructing the 
fine temple over the Samadhi (Bangalore Nagaratnammal 
studied music under Munusamappa of Bangalore, who 
himself was a disciple of Walajapet Krsijasvami Bhagavatar). 
The shrine over the Samadhi was constructed in the year 
1925 and since then has been considerably improved and 
expanded. 

The task of supervising the construction of the temple was 
left to the late Mr, S. A. Ramasvami Ayyar of Tiruvottiyur. 

He told me an interesting incident which I wish to mention 
here. 

Being the river bank, he had no idea as to how far 
he should dig around the Samadhi for the purpose of laying 
the foundation. He consulted the local experts and they 
were not able to enlighten him. He made bold to dig and 
when the servants reached a particular depth, the smell of 
Samrani (incense) immediately emanated from the spot. He 
thought it was a warning that he should not dig further down. 
He started laying the foundations from that depth and later 
on constructed the shrine* 

The late Sulamahgalam Vaidyanatha Bhagavatar along 
with a friend was performing Sandhyavandanam one evening 
at the Kaveri bank near the Samadhi. Suddenly, he heard 
the sound of “Ram Ram”. They looked all round and there 
was no tarce of any one. They immediately inferred that 
the sound emanated from the Samadhi itself. 
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, The Tyagabrahma Aradhana Mahotsava Sabha has since 
the year 1940 been celebrating the Annual festival of Tyaga¬ 
raja in Tiruvaiyar on a grand scale. The Festival of Tyaga¬ 
raja is the greatest National Music Festival of India. The 
Samadhi has become a veritable sacred spot, inspiring and 
purifying thousands of musicians, music-lovers and devotees 
who go there year after year. 

Conclusion 

, What is the language of a country worth, without a 
good literature in it and what is the Vmusical system of a 
country worth without a good laksya in it ? It is in this 
context that one should fully appraise and realize the value 
of. the compositions of great Composers like Tyagaraja. 
India’s priceless contribution to world’s musical thought is 
her raga system. Ragas are abstract concepts, but musical 
compositions and alapanas in them are concrete forms 
through which we are able to aurally feel and recognize 
the individualities of ragas. The compositions of Tyaga¬ 
raja) delineating as they d:>, in close detail, the varied 
contours and other features of ragas have rightly become 
classics His compositions are of sterling worth and are 
for, all times. They contain in them things of eternal 
value. His life is full of colourful incidents and it is an 
inspiration to read them. The whole gamut of emotion is 
traversed by him in his compositions. 

India,has produced from time to time, great men who 
have restated the truths of Indian philosophy and reminded 
the people of their glorious heritage. Tyagaraja belongs, ,to 
this noble group. Not only has he restated the truths in an 
attractive, garb, but also stated them in the musical garb 
which will long be remembered. 



HIS LAST DAYS - CONCLUSION AND MISCELLANEOUS 127 


Tyagaraja has left behind him an imperishable tonal 
treasure-imperishable in the sense that even if all the books 
containing his compositions perish, still the compositions 
will continue to live in the hearts of thousands of singers 
and performers. 

The Raga bhava sahgatis adorning Kritis like, Darini 
telusukonti (S'uddha saveri raga), O Rahga s'Uyi (Kambhoji 
raga), Mariyadagadura (s'ahkarabharana raga) and Bhava- 
nuta (Mohana raga) were evidently added subsequently but 
the sahitya bhava sahgatis in all his Kritis were composed 
at the first instance itself, i-e. sung along with the piece. 
Since these sahgatis reflect the train of his thoughts, it is 
but natural they should have been sung in the first 
instance. 

Tyagaraja proclaimed the supreme power of the 
combined vehicle of music and sahitya. According to the 
weightage given to music (dhatu), his compositions may be 
classified into 

(1) Wherein greater weightage is given to music: Ex. 
Ndjivadhdrd (Bilahari raga) and Koluvaiyunnadg 
(Bhairavi raga); 

(2) Wherein equal weightage is accorded to music and 
sahitya: Ex.SUapatZ (Khamas raga) and Entani 
tie (Mukhari raga) and . 

(3) Wherein greater weightage is accorded to sahitya : 
Ex. Divyattama kirtanas like, Sri Rama Jayardma 
and Utsaya sampratdaya kirtanas like; Hechcharika - 
gd rdrd. 
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Ghanaraga Pancharatna 

The bhavas underlying the sahityas of the Pancharatna 
compositions suggest that they were composed during 
different times and during different psychological states of 
his mind :— 

The Nata raga piece, Jagadanandakaraka is all praise 
and consists mainly of doxologies. It is suggestive 
of heroic praise and Nata raga suggestive of Vira 
rasa is very apt in this connection. The whole song 
along with the repetitions of the pallavi at the conclu¬ 
sion of each chararta consists of 108 names of the 
Lord. Tyagaraja added the extra mudra chararias 
to bring up the total number of names to 108. An 
astottara sata archana can be performed to S'ri Ramd! 
with the names found in this sahitya and by adding 
the prefix dm and the suffix nama • to each name, 
and the name being rendered in the fourth case thus: 

Om Jagadanandakarakaya nama: 

Om Jaya Janaki Pra:panayakaya nama: 

Om Gaganadhipa satkulajaya nama . 

Om Raja rajaya nama : etc. 

Dudukugala (Gaula raga) is in a penitent mood. Like 
the Arabhi and S'riraga Pancharatnas, this also 
contains a concluding section which is sung only as 
sahitya and not as svara sahitya. 

Sadhincheni (Arabhi raga) is a comment on the deeds of 
the Lord. 

Endardiftahanubhavulu (S'riraga) is composed in all 
humility and herein, the composer pays his homage 
to various types of great men. 
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K<%m kana ruchira is coached in the tone of pure bhakti. 

In the Arabbi Pancharatna, it i» interesting to note that 
Tyagaraja refers to Kr§ua as SctngUa sampr&dayakutfu* 

It Is principally composers that contribute to the growth 
and development of a country’s music. The top-ranking 
performers can at best interpret the classical composers 
and give a stylish, polished and embellished rendering of 
their compositions. But composers create new forms or 
compose complicated pieces in known forms and compel 
the performers to strive along new channels and evolve 
newer techniques for satisfactorily rendering such pieces. 

Tyagaraja’s compositions may be compared to a peren¬ 
nial fountain of oil, continuously feeding the lamp of 
Kamitic music and make it burn with undiminished lustre. 

Chauka k3.1a kritis, generally speaking will not afford 
much scope for decorating the dhatu with phrases of tana 
jati patterns and the beautiful alafLkSras of ancient music* 
Tyagaraja wisely chose the madhyama kala tempo which 
gave him full scope for coloured musical writing, without 
at the same time overloading the dhatu with too much of 
ornamental material. 

The great intellectual and devotee that TylgarSja, was, 
his compositions will survive by their inherent beauty and 
charm. The greatest service that he has done is to 
bring the joy of music to the common man. He has com* 
posed even pieces which the man in the street can sing and 
delight himself, When. the Tamil Poet Subrahmasya 
Bharati referred to BundumTalungu (beautiful Telugu) in 


17 
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one of his poems, he must have had in his mind, the 
splendid compositions of Tyagaraja. He saw the poten¬ 
tialities of the ravai jati s'arira and accordingly 
composed pieces teeming with madhyama kala sangatis .and 
trikala sangatis. 

Tyagaraja’s was an age of intense specialization in 
manodharma sahgita. Some vidvans specialized in parti- 
cular ragas while others specialized in the ghanam, nayam 
and des'yam styles of singing. When Tyagaraja blazed 
forth hundreds of his kritis of endless beauty and charm, 
the vidvans and rasikas of his time had not even the time 
to digest and assimilate their artistic worth. Further he 
composed in many new ragas, whose melodic worth and 
possibilities had not even been dreamt of before. The fact 
that when Maha Vaidyanatha Ayyar as a boy of 12, 
expounded the raga Chakravaka before an assembly of 
vidvans in the Kallidaikurichchi branch of Tiruvaduturai 
Math in Tirunelveli District in 1856, leading vidvans like 
Periya Vaidyanatha Ayyar present there,- were not even 
able to identify the raga is a proof that even though 
Tyagaraja had already composed two kritis (Sugunamule 
and EtulabrGluvO teliya) in this, raga, the knowledge of 
this raga was confined only to Tyagaraja’s disciples and 
had not widely spread. 

During the last years of his life, Tyagaraja expressed a 
desire to listen to all his compositions, composed by him 
during different periods of his life and taught to various 
disciples who were with him during those periods. A list 
of all the past disciples was immediately prepared by his 
then sisyas and the request of the composer, communicated 
to all of them. (It may be mentioned in this connection 
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that Tyagaraja himself did not maintain a catalogue of the 
compositions composed by him). Such of those disciples as 
were living, honoured their master’s wish by themselves 
coming and singing his compositions before him. In the 
case of the deceased disciples, the disciples of these 
deceased sisyas deemed it their sacred duty to respect the 
wish of the great composer. They came to Tiruvaiyar 
and sang before him, his compositions learnt by them from 
their masters. Disciples like Walajapet Krsn.asva.mi Bhaga¬ 
vatar, Tillasthanam Rama Ayyangar and Umaiyalpuram 
Kvsna Bhagavatar and Sundara Bhagavatar who were 
sisyas of Tyagaraja during his last years, had thus this 
rare opportunity of listening to all the compositions of the 
composer composed by him during the early, middle and 
later periods. They not only learnt these compositions, but 
also preserved them in notation. This accounts for the 
extensive repertoire of these particular disciples and the 
emergence of the Walajapet patam, Tillasthanam pat am 
and Umaiyalpuram pat am. It is estimated that Tyaga¬ 
raja in all had 120 pairs of disciples and since each pair 
was taught 200 compositions, the number of compositions 
composed by him is worked out as 24,000. 

During his old age, whenever visitors came and expressed 
a desire to listen to his compositions, Tyagaraja asked 
Tillasthanarti Rama Ayyangar to sing for him. This is a 
testimony to the fact that Rama Ayyangar had a fine 
responsive voice and rendered the compositions of the Saint 
to the latter’s full satisfaction. 

Rhetorical Beauties 

The pallavi of the kriti Manasa manasa martyamemi 
(Vardhani raga) contains the beauty, yamakam. Yamakam 
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is a repetition of a word, syllable or foot in a stanza or 
section, but with different meanings. The change of 
meaning is sometimes effected by changes in the division of 
words. This beauty is called in Tamil. 

The kriti Graha bain mlmi (Revagupti raga) is full of 
this beauty. The difference in meaning for the same 
recurring phrase at each stage is the very essence of 
Yamakan. 

In Graha bala mlmi h the phrase ‘gratia’ occurs at the 
commencement of every avarta with varied meanings. 

The words anugraha, vigraha, agraha, nigraha and 
agresarula are so cleverly dispersed in the avartas, that 
we hear the phrase ‘graha’ at symmetrical points in the 
Svartas right through and this gives a peculiar lilt and 
charm to the song. 

In the charapa of the kriti, D&va Rama Rama (Saurastra 
raga) we find the word ‘s'ankara* occurring at symmetrical 
points of the avartas- 

Kritis like Ntdhi chain sukhama (Kalya^i raga) and 
Tanaymi brOva (Bhairavi raga) furnish examples of songs 
whose sahityas are rhetorical interrogations Ic, questions 
wherein the answers are self-apparent, 

Vinta Ragalu (Norn, Ragas) 

Tyagaraja has composed good kritis in new ragas 
which may strike one as novel. RSgas like Kuntalavarali, 
Saramati, Sup9§ini and Navarasakanoada may bh cited as 
examples, Tyl&ftfiia was sure of ■ Ms position when. . he 
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was composing in these ragas. He was convinced of their 
melodic beauty and worth.' In the kritis Muchchata 
Brahmadulaku (Madhyamavati raga) and Chitra ratna 
maya (Kharaharapriya r&ga) he specifically refers to the 
fascinating effect of alapanas in these novel ragas. 

Tyagaraja in many songs, included a word or two at the 
end of the anupallavi or charana or both and which have a 
direct bearing or connection with the first word of the 
pallavi. Thus in the kriti Pakkala nilubadi (Kharahara¬ 
priya raga) the sense of the last phrase, Rdmunikiru conti¬ 
nues with the sense of the word * Pakkala . 

Tyagaraja Festival 

We go to a Ty&garaja festival, to listen more to the 
composer than to the musician. Thus elaborate alapanas 
of ragas and singing niravals and kalpana svaras to pieces 
will be out of place in such a festival. His composi¬ 
tions on such occasions should be rendered fully and with 
real feeling. All the charanas of a song should be sung. 
One more point should be remembered. In each piece of 
his, in a particular raga, he has dealt with a particular 
aspect of the raga. The other aspects of the raga are dealt 
with in his other pieces in the raga. By singing niravals and 
kalpana svaras to a theme in one piece, the singer cannot 
but digress on the other aspects of the raga, touched upon 
by the composer in his other pieces. This will amount to 
supplementing what the composer had not intended, 

Tyagaraja’s compositions are a source of divine joy, 
inspiration and comfort. His compositions have invested 
Kara&iic music with a perpetual vitality. There is the 
combination of tradition and individual expression in his 
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songs. Every variety of human experience is presented in 
his songs. 

Pioneer artists like Tyagaraja set up musical standards 
for all times. The flood of musical ideas that emanated 
from the surging wells of his musical thoughts have endow¬ 
ed his compositions with a special charm. Tyagaraja has 
become one of the world’s immortals. His compositions 
have made Telugu a most lovable, fascinating and attrac¬ 
tive language. 


Our Duty 

The thought that we are the citizens of a country which 
has produced a Tyagaraja is sufficient to instil in us 
a certain amount of legitimate pride. Our National 
Poet, Subrahmanya Bharati has included rightly in the 
items of India’s heritage, Tyagaraja kirtanas (see his collec¬ 
tion of essays — Katturaigal —* Ariya sampattu). But we 
must not stop with glorifying ourselves as the legatees of 
the musical heritage left by Tyagaraja. We must take 
steps to see that opportunities are provided for teaching 
his compositions and performing them on an all-India basis. 

The publication of a Variorum edition of Tyagaraja, 
giving elaborate notes and comments on each composition, 
the rare phrases used therein, readings and subsequent 
changes in rendering if any, along with an appreciatory 
note should forthwith be undertaken. It is only then that 
we can hope to hand on the precious heritage to the coming 
generation untarnished. 

The following methods may also be adopted for preserv¬ 
ing his compositions for Posterity :■—* . 
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(1) Engraving them on copper-plates with svara and 
sahitya. In the copper-plates containing the songs 
of the Tallapakam composers of Tirupati, only the 
sahitya is engraved and not the notation for the 
songs; and 

(2) Recording the songs on the gramophone or tape 
with the help of sahgita vidvans with responsive and 
ringing voices and whose patantarams are accredited 
to be authentic. 

Miscellaneous 

In this section are given odd bits of information and 
other details concerning Tyagaraja and his compositions 
and which have not found a place in the preceding chapters. 

H. H. Vjsakam Tirunal’s Tribute 

H. H Vis'akam Tirunal (1880 - 1885), Maharajah of 
Travancore visited Tanjore during the course of one of his 
tours. He was presented with an address by the people of 
Tanjore. In his reply. His Highness mentioned “I rejoice 
that I stand to-day on the soil that has produced Appayya 
Diksitar and Tyagaraja.” 

Rama Mantra Upadesam 

Tyagaraja, also had upades'am of Rama mantra from 
Kodaijdaramasvami of the Marudanaliur Math (near 
Kumbakonam). 

Gurukula 

Tyagaraja himself conducted a Gurukula and showed 
how to run such an Institution to the maximum benefit of 
the disciples. 
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Vijaya&ri raga. 

Tyagaraja took interest in popularizing the piece Vara 
Narada, because through its raga, Vijayaa'rl, he was able 
to remind musicians of some aspects of the Var&li raga. 
The Varali raga, it may be mentioned was not directly 
taught to disciples on account of the odium attached to it. 

The tradition is, that if Varali raga or a piece in it is 
directly taught, some misunderstanding or estrange¬ 
ment results between the teacher and the taught. 
This accounts for the loss of many tunes and pieces 
in Varali raga. Those that have survived are due to 
the enterprise of the vidvans who heard them as 
their masters sang and indirectly learnt them and 
rendered them in notation. 

Nada tanumams'am. 

This solitary kriti in Chittaranjani raga is of great signi¬ 
ficance. The frequencies of the notes figuring in this raga 
are the exact frequencies of the notes of the Satna gdna 
scale. Appropriately enough TySgaraja refers to the seven 
notes figuring in the raga of the song as vara sapta svara 

s r g m p d n 

l 10 /9 4 /3 5 h % %. 

If one will pause for a while and reflect on the notes 

figuring in the opening bars of the charapa 'SadyGjttmdi\ 
he will find that the notes for that particular part resemble 
the udatta* anuflatta and svarita svaras of Vedic chant 

, p ’ P M P d 

. Sad y® ja ta di. 
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The dha stands for udatta, nta for anudatta and pa for 
svarita. 

Sara sir uhdnana (Mukhari raga). 

When Tyagaraja became famous as a composer and when 
his songs were eagerly sought after by many musicians 
including dancing girls who were on the establishments of 
temples and who had to sing songs pertaining to the spheres 
of art music and sacred music on the occasion of temple 
rituals, Jalpes'an (his elder brother) requested Tyagaraja to 
teach some of his songs to the dancing girls of Tiruvaiyar. 
The high moralist that he was, Tyagaraja refused to do so 
and this was one of the causes that further embittered the 
feelings between the two brothers and which culminated in 
the Rama vigraha being thrown into the Kaveri river. The 
song Sarasiruhanana (Mukhari raga) is a caustic and 
indirect reply to his brother’s request. 

Names for the Three Sons of Ramabrahmam 

The first son was named Jalpes'an, because he was born in 
Tiruvaiyar. It is usual to name the first son born in a family 
after the name of the presiding Deity of the place. Pancha- 
nadis'a, Panchapakes'a and Pra$atartihara are the other 
names of the Deity of the temple in Tiruvaiyar. 

The second son was named Ramanathan, because Rama¬ 
brahmam was a devotee of S ; ri Rama and performed Puja to 

' * * i , i 

the Rama vigraham in his house. 

The third son was named Tyagaraja because he was born 
in Tiruvarur, containing the great shrine of Tyagaraja. 


18 
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Partition 

The partition between the two brothers was effected by the 
Magistrate of Tiruvaiyar on the day when Tyagaraja and his 
wife were asked to quit the house by the cruel brother and 
asked to stand in the street. The partition was only an oral 
agreement and no deeds were executed. It was that very night 
that S'ri Rama, SUa and Anjaneya visited Tyagaraja and which 
led to the composition of the kriti, Bhavcmuta (see p. 87). 
Kama’s visit was an assurance to him that God was on his 
side and that he (Tyagaraja) can go along with his work 
undaunted. The song Kaluguna pada was composed in 
praise of Anjaneya who dutifully prepared the meal that 
night and otherwise rendered all help. It was at 4-30 a.m. 
that the Divine visitors came out of Tyagaraja’s house and 
vanished. 

Tradition 

There is a tradition in the family of Tyagaraja and his close 
relatives, that if a male child born in their families is given 
the name of the great composer, it does not survive or the 
child does not prosper later on. The example of Tyagaraja’s 
grand-son (who was named after his grand-father) is cited as 
an example. This grand-son who became a very good singer 
died young, without leaving any issue. 

When the late Ramudu Bhagavatar (great grand-son of 
TySgaraja’s elder brother) was planning to give the name 
Tyagaraja to his son, he was warned by his senior relatives 
not to do so. This boy lived for about 12 years and got 
drowned in the Kaveri river at the very spot where the Rama 
vighara was thrown by Jalpes'an (also see p, 89, last para). 

Ramudu Bhagavatar also lost his other fair son in 1952. 
With the demise of Ramudu Bhagavatar himself in February 
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1954, the direct line of Tyagaraja as also that of his elder 
brother have become extinct. 

His Interest in Youths 

Whenever Tyagaraja was invited to be present at the 
Upanayanam ceremony^of a boy, he invariably responded to 
the invitation. He went and blessed the boy. The blessing 
from the great composer had its magnetic reaction on the 
boy. He naturally devoted his attention to studies, led the 
life of an ideal Rrahmacharya and became a worthy member 
of the Society later on. 

His Mother 

When Ramabrahmam was seriously ill, his wife expressed 
a desire to commit Sati. She was too devoted towards him 
to bear the earthly separation. But Ramabrahmam strongly 
advised her not to do so and said that she must live to see 
the glory of her son, Tyagaraja. She respected her hus¬ 
band’s wish and lived to see that the prophetic words that 
fell from his mouth became true. Ramabrahmam, passed 
away in the year 1787, when Tyagaraja was 20 years of age. 

The Ntdhi chala sukhama episode took place in 1802 i.e. 
when Tyagaraja was 35 years old. When he gave this 
firm reply to Sarabhoji*s emissaries, his elder brother com¬ 
plained to his mother about this haughty reply. But the 
mother inwardly felt happy at the dignified stand taken 
by Tyagaraja and later congratulated him. 

, The family partition took place only after the mother 
passed away. 
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Padinaindu Mantapam 

Ramabrahmam originally lived in Tiruvarur. He started 
on a pilgrimage to Benares along with his family. When 
he came to Tiruvaiyar, he was told in a dream that he can 
stay in Tiruvaiyar itself which is holier than Benares by 
Vi6th Simultaneously 

Tulajaji II (1765 - 1787) had a ,dream that he may patronize 
Ramabrahmam. The Maharajah of Tanjore met Rama¬ 
brahmam, requested him to stay in Tanjore and gave 
sarva manyam (free-hold) land in Pasupatikovil and a 
house in Tiruvaiyar. 


Tulajaji once went on 1 a pilgrimage to Rames'varam. 
There the Prime Minister suggested that the King may 
make a bhudanam i.e. gift of land to. 16 Brahmins for atone* 
ment of certain sins* “Where are the 16 Brahmins ?” asked 

\ , , j ' ' 

the King (Ramabrahmam was there). The Prime Minister 
said “Let the entire gift be given to Ramabrahmasvami as 
dattam He will afterwards give them to 15 

i, i 1 i ' 

Brahmins after retaining his share. Accordingly Ramabrah- 
mam was offered the gift. On this land 15 houses were 
built later on and these came to be known as the Padi¬ 
naindu mantapam These houses can even now be seen at 

• f _ , - , * ’ 

the entrance to Tiruvaiyar on the left side and on the 
northern bank of the river. One of the 15 recipients was the 
grand-father of the late T. S. Sabhes'ayyar., first Principal 
of the Rajah A^ijamalai Music College, Chidambaram. 
Ramabrahmam Himself lived for sometime along with his 
family in the house that fell to his share. Later he camd 
to the house in Tirumanjana vidhi. Tyagaraja spent a 
part of his early life in the house in the Padinaindu 
mantapam row of houses. 
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Planchette Messages 

A prominent official and a descendant of Sonti Venkata- 
ramaijayya once told me that he contacted the Great 
Composer Tyagaraja through the Planchette. When 
requested for a message, the Great Composer it appears said 

“ I attained God through music.” 

So$ti Venkataramaiiayya was a Vaidiki Velanadu, and 
belonged to the Gautama Gotra and Apastamba Sutra. 

Another scholar and official who was working with the 
Planchette told me that whereas he was able to contact 
great souls like. Svami Vivekananda and others, it was 
impossible for him to contact Tyagaraja. The answer 
came from some other source to him,' that Tyagaraja had 
already attained the highest bliss and had merged with the 
Oversoul. It was difficult to contact him. 

(Note: —Tyagaraja’s Guru bhakti is weilknown and it is 
quite possible that he responded to the respectful 
request of a descendant of his Guru from his 
Heavenly abode.) 

Nanu Palimpa Picture . 

This picture was studded with gems and pearls as proved 
by the Charaija of the song. These are now missing. 
These gems and pearls it is said were removed by Pattabhi- 
r&mayya, the grand father of Ramudu Rhagavatar, when 
perhaps some of them began to drop off (Also see p. 88). 

i 1 

Once or twice, musicians, took this picture from Ramudu 
Bhagavatar’s house and kept it in their own house for puja. 
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But the person who took the picture was invariably 
warned and terrorised in dream. One musician it is said 
saw the fiery forms of Rama and Laksmapa with their bows 
fully drawn and in action. The picture was returned 
back to Ramudu Bhagavatar. This picture has ever since 
remained in his house in Tirumanjana vidhi. 

Incidentally it may be pointed out that there is a certain 
appropriateness in the use of the word ‘Prananatha’ in the 
pallavi of this song. The picture came to him on the 
morning of the day of his daughter’s marriage. The idea 
that his daughter was going to be united in wedlock to her 
Prapanatha (husband) was looming large in his mind and 
he naturally used the word ‘Prapanatha* (Lord) in the 
pallavi of the song. Prapanatha in the song refers to S'rl 
Rama, the Lord of Tyagaraja. 

Prakshipta Sahityas 

Once a composer becomes famous, it is a natural tenden. 
cy for the lesser talented ones to compose songs introduc¬ 
ing the 'mudra of the Great Composer arid pass such 
compositions as genuine ones. But any scholar can at once 
recognize such spurious compositions. Poor music, insipid 
sahitya, faulty prosody and far-fetched ideas straightaway 
reveal the dubious authorship. Sometimes forged com¬ 
positions with good tunes gain currency. When the 
real composer comes forward at a later stage to assert 
that those are his own compositions and that he introduced 
the signature of Tyagaraja only to make people learn them, 
people have dubbed him as a liar and maintained that 
Tyagataja himself must have been the author of those 
pieces; « ■ ; 
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The following are some of the praksipta sahityas 
(spurious kritis) bearing the signature of Tyagaraja., The 
real authors are also mentioned against them: 

1. Vinatd suta vahccnudai * Harikambhoji raga 

2. Ntdu charanamulB * Simhendramadhyama raga 

3. Natajana paripdla - Simhendramadhyama raga 

These three are by K. V. Srinivasa Ayyangar 

4. Paramukham&lara - Surati raga 

5 Abhimafiamennadu - Vivardhani raga 

These two are by Mannargudi Rajagspala Ayyar 

6. Diname sudittantu - Latangi raga 

By Girina Ayyar 

7. Vedalenu KGdandapani - Todi raga 

This song was composed by Tanjore Krsxia Rhagavatar 
as a nirupanam (story song) for the episode relating 
to Khara vadam in the Rd may ana. Another insigni¬ 
ficant person took up this s&hitya, made a few 
alterations here and there and introduced cleverly 
the Tyagaraja mudra and began to sing it and pass 
it off as a composition of Tyagaraja. When Krs$a 
Bhagavatar came to know of it* he resented the 
action of that musician. 

The tune of Vedalenu Kodandapdiii is substantially the 
same as Tyagaraja’s Brinddvana Wla, . , 

The songs, Uivalla gunadQsa and Inta saukhyamani are 
now sung in Hindustani Kapi raga by some. These are 
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spurious tunes. Tyagaraja composed them only in Kar¬ 
nataka Kapi raga. 

It may also be pointed out that the kriti, jTlanamosaga. 
rada was composed by Tyagar&ja only in Sadvidhamargirii 
raga and not in Purvakalyapi raga as sung now. 

The tunes of the following songs as heard at present 
are wholly or partly spurious :~~ 

Sundari ni divya rUpamunu * Kalyarii raga, 

Vasudlvayani - Kalyapi raga, and 

SmgUa JHanamu , - Dhanyasi raga. 

His Language, 

Tyagaraja, used Sista vyavahdrika bhasa , i.e. the 
language spoken by civilized people. He neither used 
slang language nor the pedantic language. Pakkala 
nilubadi golichs muchchata sounds perfectly alright; 
goliche need not be changed into golichedu. Such a change 
jars on the ears and mars the musical effect. Likewise 
Undidi Ratnudokadu and Mardchevddana sound perfectly 
well \ " • ‘ j f, " : y J ' 

* Tyagaraja avoided using words with different meanings. 
This has saved us from endless interpretations of his 
sahityas* Songs resulting from experience are the best. 

He used versified prose i.e. prose sahityas wherein the 
ydti arid'prasst occur naturally. He has also used prtsa 
yatis in profusion. - The language used by him is such that 
one is able to understand the meaning even as the song is 
sung'without the necessity of the words being recast into 
prose order. -Tyagaraja^ was passionatelyTond of PotanaV 
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Bhdgavcitam and like him (Potana) has used a simple 
language. Even though his language is simple, great and 
grand ideas are contained in his sahityas. His songs which 
are the product of genius and devotion can be studied as 
literature as well The ideas contained in some of his songs 
can with profit be translated into other languages. 

The Mis'ra satndsas found in his sahityas are to be 
justified from the point of view of poetic licence. Taking 
Mujjagamulalo in the kriti, Enta bhdgyamO (Sarah ga 
raga) for example, we see herein the combination of 
Telugu and Sanskrit. Mummurtulugumi (Atha^a raga) 
is another example. Peculiar usages found in some 
of his songs have to be justified as local or provincial 
usages. Sangita vydkaranam may be invoked in justi¬ 
fication of his wrong yatis. He uses the word tanaku in 
the sense of naku in many songs. The word Ganga 
sagaram (Chakkani raja) is a dignified Chsla des'a prayoga 
for alcoholic drink. 


Pearls 

A string of pearls or beautiful thoughts can be culled 
from Tyagaraja’s songs. A few examples are given below:— 

1. The life spent in swimming in the milky ocean of 
your devotion is the life worthily spent; all else 
constitute a burden to the earth. 

(Ni bhakti bhagya sudha - Jayamanehari raga) 

2. Knowledge of the science of music 
Conduces to bliss Divine 

(Sangita s'astrci jTianamu - Mukhari raga) 


19 
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3. Is there salvation for people who are devoid of 
devotion and who do not possess a knowledge of the 
science of music ? 

(. Moksamu galadd - Saramati raga) 

4. When there is the royal road (of Rama bhikti) lead¬ 
ing to Eternal Bliss, why seek ye the by-lanes ? 

(i Chakkaniraja - Kharaharapriya raga) 

5. Meditation (on Rama) is the supremest purificatory 
bath 

(Dhyaname varamaina - Dhanyasi raga) 

6. (The whole universe being Brahman), where shall I 
spot you out and embrace you ? 

{Endu kaugilintura - Sfiiddhades'i raga) 

7. What does it matter whether a wealthy person 
who does not spend his money for virtuous causes 
at appropriate times, lives or dies ? 

[Samayamu telisi - Asaveri raga) 

8. Music devoid of devotion will not lead to salvation 
{Sangita jnanamu bhakti vma - Dhanyasi raga) 

9. However well one might have studied, without 
listening to the wise utterances of the Great, and 
without drinking in the nectar of the golden sayings 
of bhaktas, wisdom will not come to him, 

(Buddhi radu - Sahkarabharaija raga) 
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10. The dars'ana of the person who has been blessed 
with the supreme wealth of Rama bhakti (devotion 
to Rama) is an indescribable bliss- It is impossible 
to describe that bliss- It should be experienced 

(Rama bhakti samrajyamu - S'uddhabahgala raga) 

11. For the great one, who has conquered his manas, 
where is the need for mantra and tantra ? 

To him who knows that this (physical) body is not 
the same as his self, where is the need for penance ? 

(Manasu svadhinamaina - Sahkarabharana raga) 

12. Without peace (of mind) there is no bliss. Whether 
he is a man of wealth or a philosopher, whether he 
is blessed with wife, children and material wealth or 
whether he has performed japa and tapa, to all alike, 
without peace, there is no bliss 

(Sdutamuleka - Sama raga) 

Rama Bhakti 

Tyagaraja was a siddhi purusa. He extolled the value of 
devotion to Rama in a number of his songs. His bhakti 
towards Rama ripened with his age. Some of the contri¬ 
butory causes which led to his unshakable faith in Rama are:— 

1. His daily puja to the family idol, S'ri Rama Pattabhi- 
seka mahStsava vigraha^* 

2. Accompanying his father, during the latter’s exposition 
of the Ramayana ; 

$. Recital of 96 crores of Rama nama — an achievement 
without a parallel in the religious history of India; and 
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4. His getting Rama nama upades'a from his own father } 
and then from Ramakrsna Yatindra and also from the 
Pontiff of the Marudanallur Math. 

Tyagaraja had always the sacred string in 

his hands and was performing Rama japa whenever he was 
free. 

During the last seven years of his life, it is said that he 
rarely slept. He merely recoiled on a wooden plank between 
the hours of 11 p.m. and 3 a.m. and even during that period 
his lips were found to be uttering the name of Rama. 

In front of the Rama vigraha in his house,, there were two 
ghee lamps burning day and night. 

Conscious of His Greatness 

Tyagaraja is the most musically enlightened soul of our 
times. He was conscious of his greatness. In the song 
Bntarani tana (HarikambhOji raga) after referring to 
Anjaneya, Laksmaria, Vasista and the Vanaras, he says ‘ f Has 
not Tyagaraja sung of your great qualities ?” This and the 
statement in the song ElavataramettukontivO (Mukhari 
raga), £ Is it for protecting Tyagaraja who has written the 
S' ataragaratnamalika, that you took avatar in this world?” 
are not without significance. His self-confidence and cons¬ 
ciousness of his greatness in the*realm of music are revealed 
in the song Ramahhirama tnanasu (Dhanyasi raga). He 
says herein k Oh Lord please command me to sing, when you 
are in the company of matchless Sita”. The song Chintis- 
tunnadz fMukhari r&ga) furnishes another proof that he was 
conscious of his greatness (pp. 80 and 81). 
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H i s Ankitam 


Scholars and biographers of the Great composer refer to 
him as:— 


Tyagaraja 

Tyagabrahmam 

Tyagayya 

Tyagayyar 

Tyagaraya 

Ayyarval and 


Tyagaraja svami 

Tyagaraja brahmam 

Tyagarajayya 

Tyagarajayyar 

Tyagarayasvami 

Svamigal. 


His disciples who were treated with sama drshti 
{It. accorded equal treatment) by their Master, invari¬ 
ably referred to him as Ayyarval and his compositions 
as Ayyarval kritis. 


Tyagaraja is a svanama mudrakara. He usually introduced 
his name in the song with a Sanskrit suffix. Occasionally we 
find him resorting to a Telugu suffix. The name with the 
suffix will mean, Rama or the Deity in whose praise the com¬ 
position is composed, 

(а) who is praised by Tyagaraja; or 

(б) who is worshipped by Tyagaraja ; or 

(c) who dwells or resides in the heart of Tyagaraja or in 
the house of Tyagaraja ; or 

id) who is a friend of Tyagaraja ; or 

[e) who is the protector of Tyagaraja ; or 

* 

(/) who is the lustrous gem adorning the line of TySga- 
raja and so on. 
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The following are the forty forms in which his nrodra 
occurs:— 

Tyagarajanuta 
Tyagarajavinuta 
Tyagaraja sannuta 
Tyagaraja vandya 
Tyagaraja vandita 
Tyagarajapta 
Tyagarajarchita 
Tyagaraja manasa saroja 
Tyagaraja hruddhama 
Tyagaraja hrudbhantam 
Tyagaraja varahrudaya nives'a 
Tyagaraja hrudalaya 
Tyagaraja hrudsadana 
Tyagaraja hruchchari 
Tyagaraja hrudbhusana 
Tyagarajuni hrudaya saroja vasini 
Tyagaraja hrudvarijamitra 
Tyagaraja hrudabjasu bhringa 
Tyagaraja hrudayakara 
Tyagaraja kula vibhusa 
Tyagaraja kulapavana 
Tyagaraja varada 
Tyagaraja posakudn 
Tyagaraja paripala 
Tyagaraja palam 
Tyagaraja raksaka 
Tyagaraja chitta hitmju 
Tyagaraja pUjita 
Tyagaraja sevitaya 
Tyagaraja ketahara 
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Tyagaraja svanta sadana 
Tyagaraja ripujaladasamira 
Tyagaraja geyarna 
Tyagarajuni mitru 
Tyagaraja hrudsancharam 
Tyagaraja manohari 
Tyagarajes'a 

Tyagaraja jihvapai rajillu 
Tyagaraja sakhudu and 
Tyagarajadi devatulu. 

In the last instance, the word TySgaraja is used in the 
sense of Paramas'iva. 

(For examples of songs wherein these 40 varieties of 
mudras occur, see the author’s South Indian Music, 
Book V, pp. 143 to 145). 

Philosophy 

Tyagaraja is the greatest reconciler of the warring tenets 
of Hindu religious philosophy* He emphasized the soundness 
and truth underlying the different systems. He presented 
profound truths in very simple language. He hated religious 
hypocracies* He rose from humanity to divinity. On the 
day of his samadhi, he realized the Nirguild brahman and 
became one with the Universal Self. 

Tyagaraja did not found a new system of philosophy. That 
was not his ambition. His ideal of service and uplift of 
humanity was always present in his mind. He expounded 
the eternal philosophic truths through his simple songs like 
Anathuddnuganu (Jihgla raga). There is much of universal 
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wisdom and touching poetry in his songs. He is above age 
and country. 

He preached the philosophy of absolute music through 
precept and example. He showed how self-realization 
through music was possible. The heights that Sankara, 
reached in the realm of philosophy, Tyagaraja has managed 
to reach in the realm of music. He spread his message of 
music from Tiruvaiyar itself, without undertaking a propagan¬ 
dist tour for the purpose. 

H i s Talas 

The time-measures figuring in Tyagaiaja’s compositions 
are: Adi, Rupaka (Chaturas'ra), Triputa (Tis'ra), Jhampa 
(Mjs'ra), Mis'ra Chapu (8+4), Khanda Chapu or Ara Jhampa 
and Adi tala (Tis'ra gati and Khahda gati). His compositions 
like, * Najivadhara (Bilahari raga), Ddrini telusukonti 
(S'uddha Saved raga), Sddhifichem (Arabhi raga Pancharatna), 
EndukO bdga teliyadu (Mohana raga) are not only learned 
disquisitions on the respective ragas but also reveal his gifts 
at tala prastara, Even some of the dry prastaras are given a 
musical touch by him. All the possible and hearable 
prastaras of Adi tala are found in the above compositions. 
Tala prastara is the exhaustive analysis of the chosen tala 
into all the possible component rhythmic patterns. His skill in 
weaving the alankara patterns of ancient music into the 
texture of his songs is also revealed in those compositions. 

Raga Portrayal 

Tyagaraja was a Divine messenger. His compositions 
are a veritable elixir. He has unfolded to us the melodic 
beauties of many ragas not known before his time. As we 
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listen to his pieces, we derive pleasure, instruction and 
inspiration. Sublime music and sublime poetry have found 
a happy culmination in his compositions. In the matter 
of showing the beauty of the contour of ragas, emphasizing 
the delicacy of their make-up and portraying their colourful 
details, he has reached the peak-level of excellence. In the 
case of closely related ragas like Darbar and Nayaki, he has 
successfully pictured to us their individualities and shown 
their essential points of difference His isolation of Khara- 
harapriya has helped ragas like Karnataka Kapi, Dili- 
pakam. Manjari and Devamrtavarsiiji to acquire distinctive 
individualities. 

The one question that is difficult to answer regarding his 
kritis is, whether the tune enhances the beauty of the 
sahitya or whether the sahitya enhances the beauty of the 
tune. 


His Voice 

Tyagaraja had a high-pitched voice. His silvery 
voice was capable of sweeping flights in all the three 
octaves. His voice had a fascinating ring isisrrmi) about 
it. It was admitted by all in his time that he possessed a 
gandharva sarlram — the voice of a celestial singer. 
Whenever he halted on tara sadja in the course of a kriti 
in the anupallavi or charaija, the effect was so superb, that 
his sisyas stopped their singing and allowed the audience 
to listen to the lustrous tone of Tyagaraja’s voice. People 
with one voice exclaimed '‘When he sang, even the withered 
trees in the neighbourhood shed milk — uiit-.t£irQ£ii> uireomu 
e_0<25tb ” His voice was not of the plain type but one rich 
in harmonics and tone-colour bands. The fact that he was 
able to compose a kriti like Darini telusukonti (S'uddha 


20 
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Saveri raga) when he was nearly seventy years of age is 
proof of the fact that his voice continued to maintain its 
responsive lustre and ravai jati (itssaj &*&) character even 
at that advanced age. 

When Panchanadayyar, father of Maha Vaidyanatha 
Ayyar was once complimented by a friend on the fascinat¬ 
ing character of his son’s voice, he retorted “what is my 
son’s voice, when compared to the fascinating and melo¬ 
dious voice of the great Tyagaraja? 1 ’ It may be pointed out 
that when Maha Vaidyanatha Ayyar began to give con¬ 
certs in 1856, some of the older musicians of the time 
remarked with great relief “Abba! After Tyagaraja, at 
least we have one singer whose vocal music falls pleasingly 
on our ears”. 


His Diet 

Tyagaraja maintained the lustrous quality of his voice 
right through his life through a regulated diet. He took 
great care about his health and voice. He took oil bath 
twice a week. For his oil bath, he used the oil obtained 
from sesame whose outer covering had been removed ; 
(er&TGfflear Q^uSsi) QojerrBsrr er&rsrr/rdo ^tlt^sar erem 

ftmeauup Gpiuf&aQair&reufi eu&A&ih). He was systematic 
in his diet. His two disciples, Ayya Bhagavatar and 
Subbarama Bhagavatar grew vegetables like snake-gourd 
(Lfu&LiiEi&rriLj) in a special garden for, the use of their 
Guru. There was one disciple who served as cook after 
the demise of his Master’s wife. 

His diet was very simple and not expensive. He ate vetta 
kuzhambu s'adam (i.e. rice soup) and tuvaiyal s'adam (i.e. 



HIS LAST DAYS - CONCLUSION AND MISCELLANEOUS 255 

rice mixed with chutney). He used dhall only after it had 
been properly fried and tamarind after it had been slightly 
burnt; (u@u63>u 

* v 

.'Air$tf) Lj&rfl&sujtF dSsorsarQj o u(]>tLjrr@!u 

u§i The vetta kuzhambu that he used contained 

dried vegetables — /xi6z®flc£<s«<a;/r®rfl Qojppeti, Qs/rgsgs 

euSTiBJ < 35 IT IU Qi Sh<3r€d5n—i3>&fTtLJ Qsy^S^) 51 ) } ^SijSSiJT <95<£triLJ QsujjS 
<$615^ <3r<3ssasi<3s/ri!j Qsupp$0 3 utr®j<3>&friij sueobr l.&< 95mu 

Qsu;£<$&£> Qurrssrp ® r (^ 1 eu&osaj/rm Qai^ps®) QuiTlLu Q<sv$gi 
(gg(i6®u(2uj &/ruLQ®eugi ih). He sometimes had these 
vettals fried in ghee and ate them. Everyday he had some 
kind of vetta kuzhambu prepared for him. The punctilious 
diet conduced to his spiritual strength and at the same 
time helped him to retain the purity and ring of his voice 
till his last days. 

The following story that has been handed down will be 
of interest in this connection. 

It is said that Tyagaraja had a somewhat choleric tem¬ 
perament. As mentioned above, he used for his oil bath, oil 
extracted from sesame which had been dried in the sun 
after being cleaned and after its husk had been removed. 
Since his house had no terrace, he had the sesame spread 
in front of his house in the street for being dried. 
One day a boy of about 5 or 6 years of age from the 
opposite house, unintentionally entered Tyagaraja’s 
house by crossing the street and in so doing, trampled 
over the sesame. Tyagaraja became furious and gave 
the boy a slap with his right hand, but very soon 
regretted his act. The parent of the boy in the meantime 
came near his son and Tyagaraja spoke to him in apolege- 
tic terms. But the parent who was a Raoji was very much 
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touched and prostrating before Tyagaraja said : “ Sir ! Why 
should you talk in this repenting manner? What has 
happened is only a trifle. I consider your slapping my boy 
as a blessing to him; the fact that your hastam (hand), has 
contacted my boy’s body is in itself a blessing.” So saying, 
he asked his boy to prostrate before the Great Composer. 
It is said that the young boy prospered later on in his life. 

Tyagaraja was also at times furious towards those disciples 
who strayed from the path of righteousness. Excepting for 
these trivial incidents, the Great Composer maybe said to have 
been the Embodiment of peace, tranquility and kindness. The 
Divine music that he cultivated and practised had its 
salubrious and softening influence upon him. 

Repetition of Sangatis 

Every sahgati is sung twice in a kriti. There is a purpose 
behind it. The second rendering helps a listener to get a 
vivid aural impression of the varied portion of the theme. 
In songs which contain Sahitya hhava sangatis, the first 
rendering of a variation directs our attention to the varied 
part of the theme and the second rendering of it, directs our 
attention to the latent and subtle idea enshrined in the 
sahitya and suggested by the sahgati. 

Tyagaraja has composed in the largest number of ragas 
ever attempted by a single composer. The number of ragas 
in which he has composed exceeds two hundred — a record 
in Indian music. His compositions as now known and sung 
amount to a staggering total of more than a thousand. 

His compositions contain fine vis'ranti sthanas or halting 
places. When good-voiced siugers halt at those places, i.e. 
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panchama or tara sadja as the case may be, the aesthetic joy 
of listeners can hardly be described. 

He paved the way for the future development of music 
along right lines. He has shown how a melodic system of 
music based on tagas offers a rich and powerful medium for 
the portrayal of musical thoughts and ideas. The summit of 
melodic perfection is reached in his compositions. 

He has reached Himalayan heights in the realm of pure 
melody. He plunged into the very springs of music and 
unravelled many of its mysteries. Most of his songs are in 
the form of touching appeals and intimate conversations 
addressed to his beloved Rama in an innumerable varieties of 
situations. He was a facile composer. He has raised music 
from its concept of being an instrument of entertainment to 
the vehicle for the attainment of the highest spiritual bliss. He 
has divinized music. The highest flights of imagination 
are seen in his compositions. The most soulful music of India 
has been created by him. 

Tyagaraja, the adored of every sangita rasika wrote in a 
sweet and sonorous style. 

Many great men are associated with some dOsa (flaw) or 
other. Tyagaraja was singularly free from all these excepting 
for the slight choleric temperament referred to above. 
He rightly became an object of adoration. Unlike some poets, 
even on provocative occasions, he used dignified language. 

Lesson from His Life 

The one significant lesson that we learn from his life is 
“Come what may ; as long as one adheres to the path of 
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righteousness, God’s mercy is definitely on his side, though 
in haste, he may fail to see the ultimate fulfilment of • 
God’s Justice.” 

Tyagaraja’s life has a deep moral lesson for us. The 
sufferings that he had to undergo in the earlier part of his 
life for his innocence and uprightness and -for the 
courage in sticking to his ideals deeply move us. When 
we listen to his songs like E papamu (Athapa ragaj, 
Karuna samudra (Devagandhari raga), Toli ne jisina 
(S'uddhabangala raga), Toli nenu jeyu {Ravichandrika 
raga), NdyedavaHchana (Nabhomapi raga) and Nddupai 
balikeru IMadhyamavati raga), wherein he pours forth his 
sufferings, our emotions are deeply stirred. Our sympathies 
go out to him in abundance. We begin to adore him. 

t 1 

In his didactic pieces, he conveys his teachings and 
ethical ideas in a telling manner (See his kritis like Santamu 
Uka , Buddhi rddu and Samayamu telisi). 

Muppanar’s Help 

The Muppanar of Kapisthalam made arrangements for the 
feeding and clothing of disciples who came to learn Tyaga- 
rajas compositions from Umaiyalpuram Krspa Rhagavatar 
and Sundara Bhagavatar. The pupils were also given the 
weekly oil baths. As long as Krspa Bhagavatar continued 
to certify to their progress in music, they continued to 
enjoy the facilities in the choultry of Kapisthalam. 



CHAPTER XIII 


Notes on Some of His Kritis 


Ela ni day a radu (Athana raga). 

There is a tradition current in the family of the 
Umaiyalpuram disciples of Tyagaraja, that the suggestion 
to perform the 96 crores of Rama nama emanated from a 
certain *Unchavritti Bhagavatar. 

Tyagaraja’s daily duty during his boyhood, included the 
removal of the flowers that had been performed as Archana 
to the Deity, the previous day. Of the several varieties of 
flowers used for the puja, he found that the Parijata puspa 
(nyctanthes) stuck on to the Idol on account of a juicy 
substance in it. These stuck-up flowers had to be removed 
from the Idol carefully. The desire arose within him that 
he must offer to God an unfading and ever fresh garland in 
the shape of kirtanas. 

When under the tutelage of Soiiti Vehkataramaijayya, 
Tyagaraja made amazing progress, the Guru was simply 
perplexed. Finding that after one year of tuition, he 
had nothing more to teach him, he called him one morning 
and blessing him from the bottom of his heart said “You 
have become a Parangata (great expert) in music. My 
name is going to be remembered by Posterity only on 
account of you i.e. as your Guru.” These prophetic words 
of Sonti Venkataramanayya became only too true. 

Tyagaraja is the rare example of a sisya to receive the 
hearty blessings of his Preceptor, _ 

* This person is the same as Haridas referred to on p. 25. 
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As already mentioned, Tyagaraja started composing in 
his teens. His earlier compositions are the product of 
conscious attempts, though they came forth spontaneously 
and without special effort. A certain Unchavritti Bhaga- 
vatar passed along his street every morning, singing sacred 
songs. When he neared his house. Tyagaraja invited him 
to sit on the pial of his house. He washed his feet and per¬ 
formed pada puja with intense devotion. He then filled the 
Unchavritti vessel with the required rice. The vessel having 
become full, the Bhagavatar straightaway returned home. 
This thing happened day after day. The Bhagavatar was 
very much touched by the devotion of Tyagaraja and he 
made enquiries of neighbours concerning him. He came 
to know of his scholarship and attainments in the realm 
of music. He wanted to do something for him in return. 

Next day the Bhagavatar passed through Tirumanjma 
Vidhi. Tyagaraja welcomed him and as usual, he and his 
wife performed the customary pada pQja and filled the 
vessel with rice. The Bhagavatar said unto him 

“My dear man! I am very much touched by your bhakti. 
I am anxious to do something for you by way of 
gratitude. Giving vidya danam to you seems to be 
out of question since you are already learned. I 
wish to however suggest to you one thing. There 
is a long tradition in my family, that if a person 
recites 96 crores of Rama ndma with steadfastness 
and devotion, S'ri Rama will give dars'ana to him 
and bless him. 1 commend to you this idea.” So 
saying, he gave him Rama mantra upades'a and 
went away. 

Tyagaraja took this as a Divine Command and he and 
his wife started the recital of Rama nama. The Unchavritti 
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Rhagavatar was not seen from the following day onwards 
and even vigorous searches for him proved unavailing. 
This further strengthened the conviction of Tyagaraja and 
he continued his Rama nama recital with even greater zeal 
and devotion. This recital is referred to as Rama tapas 
and not merely as Rama japam. At the conclusion of the 
96 crores, Tyagaraja prepared himself to see STi Rama. 
He saw the entire world around him as Rama may am. He 
waited for three months and more patiently, but finding no 
signs of Rama dars'an, a feeling of despair overtook him. 

One day, after finishing his midday meal, he was scanning 
through the Manuscripts containing some of his composi¬ 
tions. At about 11-30 a.m. he heard somebody tapping the 
door. As he went and opened the door, he was thrilled 
to see S ; ri Rama in the form of Protector of the Performers 
of Yajnas and forthwith sang the kriti in Athapa raga, 
mentioned above, starting with the anupallavi ‘Balakanaka 
maya\ The song is particularly descriptive of S'ri Rama 
as he saw Him. The question in the pallavi “Why will 
you not shower your grace upon me? Why this unmindful¬ 
ness ?” truly reflects the mental state of Tyagaraja at that 
time. 

This incident confirms the eternal truth that until the 
moment of Divine Grace actually comes, nothing will 
materialize. Tyagaraja completed the recital of 96 crores 
of Rama nama, but he had to wait for the Kataksa nitnisa, 
before he could see SAi Rama with his own eyes. 

Having had Rama dars'an. a feeling of Joy came over 
him. He followed up the piece Ela m daya radu with 
Rama ninn& namminanu in Huseni raga 


21 
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Venugana loluni (Kedaragaula raga). 

When Vma Kuppayyar left his home in Tiruvottiyur, he 
came and lived in the house No. 89, Ramaswamy Street, 
George Town, Madras. This house was purchased by 
Kovur Ekambara Mudaliyar (brother of Kovur Sundara 
Mudaliyar) and given away as a gift to Vina Kuppayyar. 
The title deeds with Mr. Ramasvami Ayyar, the husband of 
Tiruvottiyur Tyagayyar’s grand-daughter will bear this 
out. 

When Tyagaraja came to Madras, Viria Kuppayyar 
naturally invited his Guru to pay a visit to his house in 
Ramaswamy Street. Vina Kuppayyar conducted an utsa- 
vam in his house during the time of Chitra Pourriami and 
Vinayaka Chaturthi. The festival went on for 10 days 
and leading vidvans of the time vied with each other in 
performing during the festival. During the festival time, the 
family Deity S f ri Radha Rukmini s'ameda VeijugOpalasvami 
was beautifully decorated and kept in the main hall of the 
house. Concerts took place in the sannidanam of the Deity. 
Tyagarajas visit to Kuppayyar’s house evidently synchro¬ 
nized with one of these festivals. When Tyagaraja saw 
the Deity, he was moved and forthwith the piece u Venu- 
gana loluni ” came out from him spontaneously. The 
charaija of this song vividly describes the decorated Deity. 
The statement in the pallavi u Veyi kannulu kavalene , 
has a significance. His visit to Kuppayyar’s house was 
subsequent to his visit to Tirupati. In the son g/ c Verikates'a 
ninnu ” in Madhyamavati raga, he expressed “To behold 
you Lord ! Ten thousand eyes are required”. This idea is 
echoed in the Kedaragaula song when he said in the 
pallavi “it requires a thousand eyes to behold the Lord 
Venuganalola.” 



NOTES ON SOME OF HIS KRITIS 


163 


Vma Kuppayyar’s wife lived for 90 years and worshipped 
Tyagaraja as God. 

Oka mata oka hanatnu (HarikambhOji raga). 

During Tyagaraja’s time, *pre-puberty marriage was the 
one in vogue. So, when his first wife passed away after five 
years of marriage, one can reasonably assume that Tyagaraja 
has not had the opportunities of tasting the pleasures of mar¬ 
ried life. In the meantime his father passed away. His elder 
brother acted as the guardian and made his brother marry a 
second wife. His elder brother passed away when Tyagaraja 
was about forty-five years of age. Tyagaraja lost his second wife 
after sometime. She left behind the child, Shalaksmi about 4 
or 5 years of age. The mother-less child was taken care of by 
many, including his disciples. Pallavi Duraisvami Ayyar used 
to take the child Sitalaksmi to his house in Padinaiudu ma£ta- 
pam, feed the child and bring her back to Tyagaraja’s house. 

Jalpes'an’s sons, Subrahmanyan and Pattabhiraman seri¬ 
ously resolved, in consultation with their relatives to request 
their uncle, Tyagaraja to get married, in view of the fact that 
there was a young mother-less child and somebody was 
required to look after her. Tyagaraja stoutly refused to get 
married. When the nephews again came on another day 
and re-iterated their request, he replied with the song, “ Oka 
mata oka bdnamu okapatni vratudz manasd'. Thus 
Tyagaraja remained a widower for the rest of his life f.e. for 
a period of nearly thirty years and gave his undivided atten¬ 
tion to the composition of kritis which for their Sangita 
mddhurya will long remain unsurpassed. 

♦It was the custom in Brahmin families to get the girls married 
before they attained puberty. After they attained puberty, a special 
consummation ceremony was held. 
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Telisi Ramachintanato (Purnachandrika raga). 

Whenever Tyagaraja found a disciple of his, departing 
from the path of righteousness, he (the great rasika that he 
was) instead of directly admonishing him, sang a song 
addressed to his manas and indirectly pointed out to him and 
through him to others, what was the righteous code of conduct 

It is said that Tanjore Rama Rao once taught a few of 
Tyagaraja’s kritis to the daughter of Muddu Pazhani {(&&&> 
uififtfi) the famous poetess and author of the renowned 
work in Telugu u Radhika svantam ”. Tyagaraja did not 
relish this and composed the song Telisi Rama. The refer¬ 
ence in the second chara^tam: Rdmdyani chapalaksula 
p&ru significantly relates to this incident. 

The purport of the song is “Know ye well the (true) Rama 
and contemplate on His great qualities”. He impresses on us 
this teaching by referring to two other words like, Aja and 
Arka which also have plural meanings. 

There is an interesting story about this song. 

Once the Pontiff of the Marudanallur Math happened to 
come to Tiruvaiyar along with his disciples. The Pontiff had 
been giving Rama mantra upades'a to a number of people. The 
disciples of the Pontiff heard Tyagaraja’s sisyas singing the 
kriti, “Telisi Rama”. They laughed amongst themselves 
remarking a What is this Telisi Rftma” as if one can contem¬ 
plate on Rama without knowing him and so on. This 
reached the ears of Tyagaraja. The holy Pontiff of the 
Marudanallur Muth and his sisyas were invited to attend the 
next Ekadas'i bhajana in Tyagaraja’s house. In the course of 
the bhajanaj at the conclusion of the song, Tyagaraja called 
out ‘Panchapakes'a”l There was no response. Again he 
called out c Panchapakes'a”I and there was no response. 
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During the third time he called out “Puvanur Panchapa- 
kzs f a” 1 Immediately came the response from the particular 
sishya “Here I am Sir. May I know what I should do 7 ’. 

Tyagaraja hesitated for a while and replied, “You may 
resume your seat”. 

This incident served to clarify the doubt in the minds of 
the disciples of the Svamiji of Marudanallur Math- The Pon¬ 
tiff understood the significance of the song and the incident. 

Tyagaraja had at that time, three disciples with the same 
name Panchapakes'an. When he called out during 
the first two times, merely Panchapakes'a, the three 
disciples did not know whom he was calling. When 
he called “Puvanur Panchapakes'a”! the particular 
disciple responded. 

Tyagaraja’s idea in the Purnachandrika piece was “Discern 
the Rama, the true God-head and think of Him stead¬ 
fastly and with devotion. What is the use of saying 
Rama, Rama, Rama, all the while thinking of Rama, 
(lady) and so on. 

Karu baru (Mukhari raga). 

In this kriti, after paying a tribute to Rama’s greatness as a 
Ruler, Tyagaiaja, describes what was Ramarajya and how 
the people in his glorious Kingdom lived: 

(1) The inhabitants of the Capital as well as the Provinces 
and the Risis (Sages) were perfectly happy; 

(2) There was plenty of rain {Mtrpti) q. pilicirrfl Quiupgi) 
and this is of great importance in an agricultural 
cou ntry like India ; 

(3) People were proficient in all branches of learning; 
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(4) People lived to a ripe old age {jirra&.riLj&v-v ); and 

(5) They were free from the evil qualities of pride and 
anger. 

Ksinamai tiruga (Mukhari raga). 

This is one of his last day compositions, composed prob¬ 
ably a few days before his niryana. Herein he gives a 
parting message as it were to mankind. The message is 
“What conduces to Everlasting Bliss is the Bhajana of 
Rama. All else, including the fruits of Yajna (Holy Sacri¬ 
fice), Japa (Prayer) and Tapa (Penance) lead only to 
re-birth, resulting in our becoming once again a prey to 
temptations and evil deeds. 

S'yama sundaranga (Dhanyasi raga). 

From the time Tyagaraja made the euphemistic utterance 
towards the close of the last Ekadas'i bhajana performed by 
him (see p. 122) the more shrewd amongst his disciples 
guessed that he was going to shake off his mortal coil on 
the coming Pusya Bahula Panchami Day. The news 
trickled out and countless numbers of persons poured into 
Tiruvaiyar, day after day to witness the glorious end of 
the great bhakta. Some of them were speculating as to 
how he would pass away. Contrary to the expectations of 
the generality of the people, Tyagaraja continued to be hale 
and healthy and even on the last day, he had his daily bath 
and performed puja as usual. As he sat in yoga samadi and 
felt of his prayana kala (approaching end) he threw a 
piece of cloth on his head and forthwith the kapalam 
opened and his soul left the body. So Tyagaraja’s is the 
extraordinary case of a person who gave up this life through 
volition. This process is hinted at by Bhagavan in the 
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Bhagavad Gita Chapter VIII, S'lokas 9 and 10. The piece 
S'yama sundardnga in Dhanyasi raga, a kriti already com¬ 
posed during the middle period of his life, was sung by him 
that morning. It was morning time and the thought of sing¬ 
ing his favourite song in Dhanyasi raga naturally flashed 
across his mind. This song contains the positive assertion 
that Rama was his Ista Daivamu — favourite Deity. There 
is also the hint thrown out in this song that he was not 
different from Rama, Himself. 

Sojiri Sitaramayya, who had already learnt the song 
Sydma sundardnga, sang it before Tyagaraja on the day 
following the Saurastra raga episode referred to on p. 110. 
He made a beautiful niraval and sang kalpana svaras to 
the opening theme of the charana. This drew praise from 
Tyagaraja. 

Sitaramayya was called Soldier Sitaramayya, because of 
his strong and sturdy build. Soldier later gave rise to 
the corrupt form Sojiri. The late Vasista Bharati of 
PudukOttai, an eminent scholar of the Kamba Rdmdyana 
was the grandson of Sojiri Sitaramayya. 

Ndrada Pancharatnam. 

The five kritis composed by Tyagaraja in praise of 
Narada, the Nddabrahma risi of Svarga loka are : 

Sri Ndradamune Gururdya - Bhairavi raga 
Sri Ndrada nddasarasiruha - Kanada raga 
Ndrada Gurusvdmi - Darbar raga 

Ndrada Gdna lola . - Atha^a raga 

Vara Ndrada - Vijayas'ri raga. 
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S 'rtraiiga PaTicharatnam. 

The five kritis composed by him in praise of Ranganatha 
of S'rirangam are: 


Rajuvedale 
0 Rahga s'dyi 
JUtamu rare 
Vinardda nd manavi 
Karuna jUdavayya 


- Todi raga 

- Kambhsji raga 

- Arabhi raga 

- Devagandhari raga 

- Saranga raga. 


Songs on the Greatness of Music, Absolute 
Music, the Power of Music, etc. 


SangUa jndnamu 
Sdbhillu sdpta svara 
Moksamu galadd 
Raga sudhdrasa 
SangUa s'dstra jTianamu 
Ndda sudharasam 
Nadopasana 
Ananda sagara 
Svara raga sudhdrasa 
S'ripapriya 


- Dhanyasi raga 

- JaganmOhini raga 

- Saramati raga 

- Andolika raga. 

- Mukhari raga 

- Arabhi raga 

- Begada raga 

- Garudadhvani raga 

- Saiikarabharaua raga 

- Athaua raga. 


In some of the songs, he emphasizes that one can attain 
God-head through contemplation of Nada. Worship of 
Rama as Nddarupa and Nddabrahmdnanda rupa is 
emphasized in E papamu (Athaua raga) and Talachi- 
nantanz (Mukhari raga). Contemplation of nada leading to 
Ssham is mentioned by him in the Bilahari piece, Inta- 
kanndnandatnemi. 

People who are not moved by music are referred to by 
Tyagaraja as human stones! 
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Tyagaraja, the sahgita smritikara, was almost the first to 
glorify sangita s'astra jnana i.e, knowledge pertaining to 
the science of music. In the kriti, Ninu vina sukhamu gdna 
(Todi raga) he refers to Rama as Raga rasika i.e . one 
who took delight in appreciating ragas. This impliedly 
means that Rama enjoyed absolute music. 


Tyagaraja refers to musical instruments in the following 
songs :— 

Kaddanuvariki (Todi) - Tambura 

Roluvamaregadd (Todi) - Tambura 

He gives the daily routine of his life in the three 
char anas of this latter song. 


Samsdrulaitenemi (Saveri) 
Atade dhanyudurd (Kapi) 
Sogasugd (S'riranjani) 


- Vina 

- Tambura 

- Mridanga and tala 


The finest example of the Dhirudu (musical hero) contem¬ 
plated in the song, Sogasugd is Tyagaraja himself! 


Prananatha birana (Safikara- 

bharariam) - Venn (flute) 

Svara raga sudhdrasa (Sahkara- 

bharanam)- Maddala 

Vi£a vadana i.e. Vira play is referred to in the kritis, 
Msksamu galadd (Saramati raga) and S'ri Ndrada 
(Kanada raga). 


22 
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He emphasizes the importance of Susvara gdna /.e. 
accurate and pleasing, singing and performing in the 
pieces : Etta dorikitiv6 (Vasanta raga) and Sukhi - 
yevvard (Kanada raga). In Kaddanuvariki (Todi) 
and in Sogasuga mfidanga (S'riranjani), he refers to 
susvara and svara S'uddha respectively. 

Though God can be realized in diverse ways, the sahgita 
mdrga or the musical path is the easiest way to reach 
Him. Tyagaraja has emphasized this pleasant path in 
very clear terms. Music being a vis'ranti vidya , it confers 
on the performer and listener, the much desired tranquility. 
It is the belief amongst musicians that Tyagaraja being a 
Siddhi purusa and a Puny a purusa, the thought of him 
once a day will result in health, wealth; prosperity and 
mental peace. 

Songs Pertaining to Darsana of Rama and Narada 

Tyagaraja had the supreme fortune of seeing S'ri Rama 
on four occasions, twice in physical form and twice in 
dream. The pieces, Ela ni daya radu (Athaija raga) and 
Bhavanuta (Mohana raga) were composed after he saw 
Rama with his own eyes and the pieces Kanugontini 
(Bilahari raga) and Giripaincla (Sahana raga) were com¬ 
posed when he saw Him in his dreams. 

He saw Narada in the guise of a hermit, when the latter 
came and presented him with the musical work, Svardr- 
navam. The song Sri Narada muni (Bhairavi raga) vividly 
describes his thrilling experience and ecstasy on seeing the 
Divine sage. It is said that when Narada came in the 
guise of a Sanyasi, the composer was just commencing to 
take his oil bath. When the sage expressed a desire to 
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listen to his music, Tyagaraja, not even minding that his 
head was partly besmeared with oil, began to sing. He 
sang for 1| hours (see p. 26 for further details of this 
incident). 


Songs Composed in Praise of Tulasi 


Devi Sri Tulasamma 
Tulasi Jagajjauani 
Tulasamma mayinta 
Ammaravamma 


- Mayamalavagaula 

- Saveri raga 

- Devagandhari raga 

- Kalyarii raga. 


He used to sing these songs during the days of 
Brndavana Dvadas'i. 


Similes, Metaphors, Proverbs and Sayings 

The figures of speech figuring in Tyagaraja’s composi¬ 
tions, provide an interesting study. The similes used by 
Tyagaraja are all drawn from nature. 


In the following songs, some interesting proverbs are 
seen:— 

Chalakalla (Arabhi raga) — Kalamu ponu, matalu 
niluchunu (aireoih ojir/fpeap iHjb^ib) —words 

once spoken stay on, even with the passage of time. 

Manasu visaya nata (Natakuranji raga) — Chevutiki 
upades'inchinatu (Q&sgU-gpi&@ &-uGp®p$g}<%uiret ))— 
like preaching to a deaf man. 

In this song he makes a pointed reference to the penny¬ 
wise and pound-foolish policy pursued by some 
people. 



172 


GREAT COMPOSERS - BOOK II 


Evarito ne delpudu (Manavati raga) — Gananatha seya 
kOraga, kadu vanaruijdai tirega (i3®rSstrujtr.7 
@iji5i*?im&iQunei) • in the attempt to mould a 
Ganes'a, a monkey resulted. This will be the literal 
translation of this proverb. But the significant 
meaning underlying this is, ‘A person started doing 
a thing with the best of intentions but it resulted in 
something exactly opposite’. 

Enta muddo, enta sogasd (Bindumalini raga) — Dutta 
pala ruchi teliyu samyame {&E.L. inf. 

* 60 ) 0 / ^rfiiLjQiDrr ?) - can the pot know the sweetness 
of the milk ? 

The pieces, Rukalu padivelunna (Des'ya Todi raga)? 
Nayeda vanchana (NabhOmani raga), Kdlaharana (S'uddha 
saveri raga) and Pahi Ramdramana (Varali raga) may also 
be studied in this connection. 

Topical allusions are also contained in some songs and 
in the sisa padyas of his operas. In the kriti, Enduko bdga 
teliyadu (Mohana raga) Tyagaraja says how people kept 
their money in safety by putting them in doubly woven 
bags (rettu chanchu). 

Naddpasana (Begada raga). 

This kriti begins on the note madhyama. The commencing 
notes for compositions in Begada raga are usually the 
gandhara and dhaivata. There is a significance in this 
piece starting with a long rna. As pointed out by 
Sri A. V. Raman, ma is the most important syllable in the 
Praijava Aum, Since the sahitya of this song deals with 
the greatness of Nadopasana, Tyagaraja appropriately 
began it on madhyama. 
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Patnam Subrahmanya Ayyar (1845 - 1902) followed 
Tyagaraja in commencing his kriti, Manasuna nera namnii- 
tini on the madhyama svara. 

Di nama n hams'a (Harikambhoji raga). 

This kriti was composed during the middle period of his 
life. Tyagaraja’s fame as a spontaneous singer of kritis 
had spread far and wide. Many came to witness the 
phenomenon of his musical creations on Ekadas'i days. 

On the day when he sang extempore this kriti, there was 
in the audience a rising composer in Sanskrit. He had heard 
from many about Tyagaraja’s remarkable feats of musical 
extemporization in the form of brilliant kritis and he came 
personally to witness this musical phenomenon. There was 
a large gathering of scholars, musicians, devotees, admirers 
and disciples. Bhajana was going on. At the conclusion 
of a song, the disciples scented that Tyagaraja was about 
to sing a new song. They got ready to record it. Forth¬ 
with came the piece, Dinamani vams r a in all its lustrous 
beauty. Barely had he finished the pallavi, the rising com¬ 
poser referred to above, remarked that the sahitya of the 
pallavi was faulty. Tyagaraja turned back to see the person 
who made the unwarranted remark. He knew he was in the 
right and without being perturbed proceeded ahead with 
the song In the chararja, he significantly introduced the 
words Ct Garvamu ele” (Why this pride)? The visitor cons¬ 
trued the sahitya as Dinamarii vams'a tilaka! Lava^ya! 
Dina saraitya! and naturally thought that Lava^ya cannot 
stand by itself. But Tyagaraja’s intention was that the 
sahitya should be construed as, Dinamani vams'a lavanya 
tilaka! i.e. Beautiful ornament of the Solar Dynasty! 
Lavaijya was an adjective qualifying Tilaka. Di in Dina- 
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magi and ti in tilaka occurred as yatis. The words Lavagya 
and Saranya sound as beautiful antya prasas-ending rhymes. 

The visitor later understood the soundness of the sahitya 
of the pallavi and quietly withdrew. 

Mummurtulu gutni (Athaga raga). 

According to Tyagaraja, Rama was the Supreme God, 
even above the Trinity, S'iva, Visnu and Brahma. The 
song, Manasa S'n Ramachandruni (Is'amanohari raga) bears 
this out. The kriti Mummurtulu gumi proves this further. 
In the charaga of this song, Tyagaraja says :— 

“Once, the Holy Trinity, S'iva, Visnu and Brahma, very 
much puzzled by the greatness of Rama, tried to test 
their combined strength along with that of the latter. 
They wrote their gunas and placed it on a scale pan 
and Rama’s gugas were likewise written and placed 
on the other scale pan. The pan containing Rama’s 
gunas was found to sink down through weight. The 
Trimurtis got their doubt cleared and convinced of 
Rama’s greatness joined in praising him.” 

Classification 

From the point of view of musical constuction, Tyaga- 
raja’s kritis may be classified into:— 

(1) Very simple (Ex. Vinave o manasa - Vivardhani 
raga) 

(2) Simple ( Ex . Sujana jlvana • Khamas raga) 

(3) Medium (Ex. Evarani - Devamrtavarsini raga) 

(4) Difficult (Ex. Najivadhara - Bilahari raga) 
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(5) Complicated {Ex. Darini tclusukoiiti - STddha saveri 
raga) 

The dhatu of Koluvaiyunndde (Bhairavi raga) is couched 
in the tana style and that of 0 Rang a s>dyi (Kambhoji 
raga) in the alapana style. 

From the point of view of the ideas contained in his 
sahityas, his kritis may be classified into:— 

(1) Didactic {Ex. S'antamu Uka - Sama raga) 

(2) Ethical {Ex. Manasu nilpa s r akti - Abhogi raga) 

Herein he says, “If one has not the ability to control the 
manas, of what avail is the puja performed by 
him ? How can a wicked person hope to get purified 
by a plunge in the Kaveri and Mandakini rivers ? 

(3) Songs of salutation {Ex. Vidulciku mrokkeda - 
Mayamalavagaula raga) 

(4) Songs in praise of music (see p. 168) 

(5) Songs addressed to manas like Vi nave o manasa 
(Vivardhani raga) and Utidedi Rdmudokadu (Hari- 
kambhoji) wherein he teaches indirectly. 

Songs of Repentence 

Sometimes he was obliged to perform adharmlc (unright¬ 
eous) acts by his cruel brother and some of his songs of 
repentence are a consequence of them. 

Etula brotuvo teliya - Chakravakam 

Duduku gala - Gaula 
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This piece belonging to the Ghana raga Pancharatnam 
contains an anubandham like the pieces Sddhiu 
chene (Arabhi raga) and Endardmahanubhdvitlu 
(sTiraga). 

Pralabda - Svaravali 

Tolinznu jByu - Kokiladhvani 

Ndretni Sri - Varali 


Songs of Complaint 


Anathudanuganu 
TolinB chesina 
Nadupai balikerti 
Mariyadagddura 

E pdpamu 
Ndyeda vaTichana 


- Jiiigla 

- S'uddha bah gala 

- Madhyamavati 

- Sankarabharanam 

- Athapa 

- Nabhomaiji. 


That the triteness of a raga dees not in the least stand in 
the way of Tyagaraja producing a brilliant composi¬ 
tion is proved by kritis like Anathudanuganu and 
Ndyeda vouch ana. 

In the songs like Rama ni ylda (Dilipakam), Etulaina 
(Sama) and Teliyakru (Dhenuika), he sympathises 
with the lot of those who were devoid of devotion. 


Gadya Sahityas and Padya Sahityas 

In the sahityas of Tyagaraja, we come across padya 
(metrical) sahityas and gadya (prose) sahityas. In some 
kritis, we find that a part of the sahitya is of prose and a 
part after a metrical pattern. 

Rama Jaya Rama - Yadukulakambfeoji 

TavaddsOham - Punnagavarali 
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Venuganabluni - Kedaragaula 

Bhajana panda - Surati 

The sahityas of these four kritis are padya sahityas. 

Vidamu seyave - Kharaharapriya 

Manusu svddh'ma - S'ankarabharana 

The sahityas of these two kritis are gadya sahityas. 

A padya sahitya may admit of being sung in a number 
of tunes. For example a Tiruppugazh hymn can be 
sung in a variety of tunes without offence to sahitya 
bhava. But a gadya sahitya will not lend itself to 
this change. The sahitya syllables herein are inti- 
mately interwoven into the music and they both 
become an inseparable texture. See for example, 
the dhatu and matu of the kriti, Vidamu seyave. 

Kritis with Charanas of Different Dhatus 

In addition to the classical Ghanardga Paticharatnam, 
Tyagaraja has composed the following kritis whose 
charaELas have different dhatus;— 

1. Ninuvind sukhamu gana - Todi raga 

2. S'ri Raghuvara sugunUlaya - Bhairavi raga 


3. 

BrQch&varevarZ 

- S'riranjani raga 

4. 

Enduku nirdaya 

- Harikambhoji raga 

5. 

S'ri Raghuvarapramlya 

- Kambhoji raga 

6. 

Ndmoralanuvim 

- Arabhi raga. 

7. 

1 Vi pada pahkajamula 

- Begada raga 

8. 

Maravakara nciva 

- Devagandhari raga 

The musical truth underlying the distinctive personalities 
of ragas is revealed in each of these pieces. 
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Kritis Composed During Different Periods 

Tyagaraja’s compositions may be grouped into those 
composed during his (1) Early, (2) Middle and (3) Later 
Periods. 

(l) Early period compositions comprise those composed 
till his 30th year. 

o 

They are mostly Divyanama klrtanas and kritis with single 
charaUas. Their musical construction is simple and are 
in Sanskrit and Telugu. The sahityas in many cases 
consist of doxologies. They are mostly in praise of his 
Dhyana murti, STl Rama. They are in familiar ragas. 

Ex. Brinddvana Idla - Todi raga 

Sujana jiv&na - Khamas 


(2) Middle period compositions comprise those com¬ 
posed between his 30th and 60th year. 


Kritis in rare ragas and kritis rich in music are seen during 
this period. Beautiful sangatis, literary flourishes and 
poetic ideas are also seen in them. The Ghanaraga 
Panchar atnam and the following are examples :— 


Jdnaki raniafia 
Manasu svadhina 
Koluvamaregadd 
Nayeda vanchana 


- S'uddhasimantini raga 

- S'ankarabharana raga 

- Tsdi raga 

- Nabhomand i aga. 


(3) Later period compositions are characterised by 
mature music and mature sahitya. These are highly polished 
and delicately chisseiled pieces. 

Evari mdta - Kambhoji raga 

0 Rahga s'dyi - Kambhoji raga 
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Darini telusukonti - S'uddhasaveri raga 

Najivadhara - Bilahari raga 


Ramayana Kirtanas 

A bulk of his compositions pertain to the story of the 
Ramayana. Entani ne and Vdchcima gdcharamc manasd 
are good examples of his Ramayana Kirtanas. 

Valmiki, Tulasi Das and Kambar may be styled Ramayana 
Kavis and Tyagaraja the Ramayana VdggZyakdra. 

Vara raga layajHulu. 

Tyagaraja and S'yama S'astri were good friends. The 
latter used to go to Tiruvaiyar to see Tyagaraja and listen 
to his latest compositions. S'yama S'astri used to say that 
although his (S'astri’s) compositions were good, still there 
was something supremely magnetic about Tyagaraja’s com¬ 
positions which made listeners get attracted to them, even 
at the first listening. 

When S'yama S'&stri came to Tyagaraja’s house, the 
latter's disciples used to murmur amongst themselves 
“Today sure and certain, we are not going to have our 
meal before 2 p.m. These two composers will go on singing 
and talking ad infinitum 

Tyagaraja kept his house very clean. Nobody was 
allowed to spit in the courtyard of his house. But S'yama 
S'astri alone was allowed the privilege of spitting in the 
court yard. S'astri had an undue fondness for chewing 
betel leaves and he was thus saved the trouble of going to 
the backyard of the house everytime to spit. When S'yama 
S'astri left, the disciples washed and cleaned the place 
thoroughly. 
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There was an understanding between the two composers 
that each should have the opportunity of listening to the 
new compositions of the other through their respective 
disciples. 

When S'yama S'astri completed the piece, “Talli ninnu 
nera” in Kalyapi raga, he taught it to his disciples. They 
later on went and sang it before Tyagaraja. This kriti is set 
in the reversed pattern of Cbapu tala i.e. in the rhythm of 
4+3, instead of the normal rhythm of 3+4. The disciples 
who had exaggerated notions of their proficiency in raga 
and laya, sang this piece with an artificial emphasis on 
the rhythmical set up of the piece, and at the cost of raga 
bhava. Tyagaraja got annoyed and in great distress said 
“You have miserably failed to grasp the rhythmical cons¬ 
truction of the piece. You have smothered the piece and 
you have sinned against the Great Composer”. Soon 
afterwards he sang the kriti in Chenchukambhoji raga, 
“Vara raga layajftulu*. The sahitya of the song in 
essence means, that those who did not know even the 
fundamentals of music went about masquerading as experts 
in raga and laya. 

On another occasion. Tyagaraja heard the newly com¬ 
posed song u Durusuga kripa jUchi” in Saveri raga from the 
disciples of S'yama S'astri. They rendered the song well. 
Tyagaraja was very much impressed by the richness of the 
raga bhava in the song. But he sent word to S'yama S'astri 
“I am sorry that in this highly beautiful song, you should 
have prayed to Devi to confer upon you just a healthy and 
strong body. You could have asked for something more 
noble like the perpetual liberation from the cycle of births 
and deaths”, S'yama S'astri recognized the wisdom of 
Tyagaraja’s remarks and acknowledged the same gracefully. 



CHAPTER XIV 


Some Misconceptions: Anecdotes 

1. There is a misconception that Tyagaraja was poor 
and that he had to eke out his livelihood through uncha- 
vritti. Tyagaraja had enough landed property even after 
partition. He was above want. But he performed uncha¬ 
vritti, just to show the dignity underlying this ceremonial 
begging sanctioned by Hindu religion. It is only those 
who have been initiated into the bhagavata cult that can 
validly take to Unchavritti and not all and sundry The 
sense of pride, conceit and intellectual haughtiness all 
vanish when one takes to unchavritti. 

During the middle and latter parts of his life, when he 
had to feed a number of his disciples and other visitors, 
the unchavritti became a necessity and as mentioned on 
pp. 20 and 21 he went out on unchavritti once a week. The 
disciples participated in the unchavritti bhajana with great 
enthusiasm. The street bhajana gave an opportunity to 
Tyagaraja to sing his divinely inspired compositions and 
hundreds congregated to listen to his music and derived 
spiritual exaltation. 

2. The kriti Ela m daya radii in Athana raga is not 
his first composition as mentioned by some writers. It is 
only the first kriti composed after the completion of the 
recital of 96 crores of Rama nama. As already mentioned 
he started by composing Divyanama kirtanas. The words 
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'•Baladagu' in Nepogadakwde and ‘Baludaintf in Innailu 
nanncli (Ghanta raga) definitely establish that they are the 
compositions of his youth period. The many kritis wherein 
he refers to the tribulations that he had to suffer at the hands 
of his brother and his coterie all belong to the early period 
of his life. The kritis Enduko bdga teliyadu (Mohana raga), 
Kalinarulaku mahimalu (Kuntalavarali raga), Nddupai 
balikeru (Madhyamavati raga), Andthudanuganu (Jingla 
raga), Etulakapaduduv S (Ahiri raga), Indukdbutiinchitivi 
(Bhairavi raga), E papamu (Athaita raga), EnmUu ni dova 
(Kapi) and Pralahdamitlundaga (Svaravali raga) all contain 
references to the cruel men as Narulu , Kalinanilu, Kalimd - 
navulu . 

In spite of his cruelties, Tyagaraja desired to reform his 
brother and turn him to virtuous ways of life. Since he was 
senior to him in age, he had to convey his teachings in an 
indirect manner i.e. through avdntara vakyas. That 
accounts for his addresses to manas or to Rama in all these 
songs. 

Further kritis like, Doruguna ituvanti seva (Bilahari raga) 
and Mari mart ninnl moraiidani (Kambhoji raga) were com¬ 
posed long before the Nidhi chdla sukhamd episode. The 
kritis Bhavanuta (Mohana raga) and Kaluga nd pada (Purna- 
lalita raga) were composed on the night of the partition of 
the property between the two brothers. When Tyagaraja 
was driven out and asked to stand in the street by his cruel 
brother, the saint’s wife also followed her husband and stood 
in the street. The virtuous men and nobler souls in Tiruvai- 
yar were shocked at this cruel act of Jalpes'an. They forth¬ 
with reported the matter to the local Tahsildar who came 
and effected the partition of the house and their land and 
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also caused the partition wall to be built between the parti¬ 
tioned portions of the house. In the evening, Tyagaraja and 
his wife entered their portion of the house. In the confusion 
and agony caused by the day’s events, Tyagaraja’s wife had 
not prepared the food. It was on that night, that Rama 
came along with Sha and Anjaneya and which led to the 
compositions, Bhavanuta and Kaluguna. 

The day of partition was a pradosa dinam. 

3. The name of Tyagaraja s mother :—There are the 
two versions that her name was Santamma and Sitamma. 
Narasimha Bhagavatar in his Preface to Tyagaraja Kirtanalu 
published in 19u8 mentions that her name was Santamma. 
According to the other versions her name was Sitamma. 
There is the following significant s'loka that has been 
handed down:— 

SHamba garbha jataya Parvati Kamalechita : 

Dvibharya samyutaya S f ri Tyagarajaya mangalam i 

In the kriti, Sitamma, may amnia, Tyagaraja indirectly 
refers to his parents as Sitamma and Ramudu. The fact that 
he gave the name, SUalaksmi to his daughter is proof of the 
fact that his mother’s name was Sitamma (in South India, it 
is the custom in many Hindu families, to name the first son 
born in a family with the name of his paternal grandfather 
and to name the first daughter born in a family with the 
name of her grandmother i.e. father’s mother). 

The solution to the dual names lies in the fact, that it is the 
custom in some Telugu families as also in some families of 
Mahrattas, to give a new name to the girl after her marriage. 
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Thus it is possible that Tyagaraja’s mother was named Santa 
at her birth and after her marriage with Ramabrahmam was 
given the appropriate name of Sita by Ramabrahmam’s elders. 

4. The Ghanaraga Pancharatnam belongs to his middle 
period* It is not correct to say that Endard Mahdnubhdvulu 
(S'rhaga) was composed when Shatkala GOvinda Marar 
visited him (see pp. 70 & 7l). There were some jealous 
musicians in Tiruvaiyar at that time who though convinced 
of the superior beauty of Tyagaraja’s kritis, yet doubted if 
Tyagaraja had svarajnanam. As an answer to this and to 
help his disciples to have compositions which will serve as 
vocalizes, he composed these five gems with svara sahitya. 

5. D&vi’s conversation with his wife. 

One day Tyagaraja went out and returned home. As he 
entered his house, he heard somebody talking to his wife. 
When he came in, the person who was talking with his 
wife disappeared. By a divine flash, he inferred that it was 
S r rl Dharmasamvardhani, the Deity of Tiruvaiyar temple 
that was talking to her. He immediately composed in Her 
praise, songs like Ncmuganna talli and pahimam. 

Darini telusukonti was not composed by him at 
that time. This song was composed at a much later period 
at Tiruvottiylr during his historic pilgrimage to the North. 
Tiruvottiyur is also known as Adipura and the Deity is 
referred to in the songs constituting this Pancharatnam as 
Adipurls'vari, Adipuramunanelakonna,etc. Vipa Kuppayyar 
in his song * NamoralakinchP in Dhanyasi raga in praise 
of Tripurasundari of Tiruvottiyur refers to Her as Adi- 
puris'vari, 
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Anecdotes 

1. Tiruvarur Kamalam had her training in Bharata 
natya under the famous Natyacharya and composer of 
Telugu padas, Muvvanallur Sabhapati Ayyar. On account 
of the excellence of his compositions, he was called Chinna 
Tyagaraja i.e. Junior Tyagaraja. When he dressed him¬ 
self up as a lady and danced it was said that it wasa superb 
spectacle. The dances were rendered with such grace and 
feminine charm that the spectators could hardly believe that 
the person who danced was a gentleman in a lady’s costume. 
His Padas bear the signature: RajagOpala. He has also 
composed many niriipanatns or story songs for the purpose 
of Kalakshepam. Tiruvarur Kamalam is the mother of the 
wellknown dancer of the latter part of the 19th century, 
Tiruvarur Gnanam. 

When Tiruvarur Kamalam finished her training in 
Bharata natya under Sabhapati Ayyar and received his 
customary blessings before starting on her professional 
career, the Guru suggested that she can also get the bless¬ 
ings of Tyagabrahmam of Tiruvaiyar but warned her at the 
same time, that to see him and get his blessings was a very 
difficult task. However she resolved within her mind to get 
the blessings of the Sage of Tiruvaiyar. 

Subsequently, she went to Tiruvaiyar and contacted 
Tillasthanam Rama Ayyangar through a friend. Rama 
Ayyafigar said ‘’Introducing you to my Master is an im¬ 
possibility but I shall give you a clue. In the evenings, 
sometimes before going to the Kaveri river for Sandhya 
vandana , he may sit for a while on the pial of his house and 
chat with the visitors and disciples. You may seize that 


24 



186 


great composers - BOOK II 


opportunity and just come and prostrate before him and get 
his blessings. 

Accordingly, she took up residence in a house near that of 
Tyagaraja’s and commissioned a friend to be on the watch. 
Every evening she dressed herself up and was waiting for 
the opportunity. Luckily on the third day of her coming, 
Tyagaraja emerged from his house in a jovial mood and sat 
on the pial. He began chatting with the visitors and 
sisyas. The friend of Kamalam beckoned to her. She 
forthwith hurried from her house fully dressed, came to the 
front of Tyagaraja’s house and without any ceremony pros¬ 
trated before him in the open street. Tyagaraja was taken 
unawares and looking at Rama Ayyahgar asked “Ramu ! 
What is this ? Who is this lady that has come here? 99 She 
submissively replied, “I have received training in Rharata 
natya under Muvvalur Sabhapati Ayyar. He has suggested 
that I may receive your blessings before embarking on 
my career; hence my visit to this place. Please excuse 
me for my intrusion”. On hearing that she was a disciple 
of Sabhapati Ayyar, Tyagaraja fell in a condescending 
mood and asked her to perform abhinaya for some piece. 
She immediately performed abhinaya for the kriti in Todi 
raga ll Endu ddgi nadG*\ The bhavas were so expressive 
and suggestive and true to the spirit of the sahitya that 
Tyagaraja became fascinated. He then asked her to 
perform abhinaya for a padam of Ksetrayya, which she did. 
Tyagaraja then remarked to his disciples “She seems to 
dance correctly and nicely.” Subsequently he addressed 
the dancer thus: “Tell your Guru Sabhapati Ayyar that I 
am very much pleased to witness your dance performance.” 
From that time onwards, Kamalam’s reputation began to 
spread everywhere. 
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2. A Musician from the North once came to Tiruvaiyar 
and sang before Tyagaraja. He took up a raga and sang 
a detailed alapana including tana and followed it up 
with a pallavi. All these went on for three days. He 
then desired to hear Tyagaraja, sing. The latter said 
“Alright; Let me do so after the sandhya vandana”. So 
saying he finished the sandhya vandana and went to the 
temple. Sitting in the sannidhi of Dharmasamvardhani, 
he felt he was in a mood to sing. He sent for his tambura. 
When it came, he tuned it and sang his masterpiece in 
Kalyaiji raga “ Sundari ni divya rupamunu ” starting from 
the anupallavi, Manda gamana as usual. He prefaced the 
kriti with a beautiful alapana in Kalyani. His niraval for 
the theme, manda gamana and subsequent kalpana svaras 
for the same theme were so superb, that the musician from 
the North was moved. He removed all his jewels, presents, 
costly afigavastrams and shawls and placing them at the 
feet of Tyagaraja said f> Sir, yours is the nija sanglta (true 
music) *» mine is all a sham. I very much regret having in¬ 
flicted my superficial music on your ears’*. But Tyagaraja 
however acknowledged the greatness of the visitor’s music 
and asked him to take back all the shawls and presents. 

It may be pointed out in this connection that music that 
is performed may be classified under the heads of : 

(1) Bha ra ta rlti (style) i.e. wherein the Bhava asserts 
itself and floats on the top like cream and the raga 
and tala are subservient to it i.e. are seen in the 
background. This style of singing will touch anyone 
and Tyagaraja’s singing was in this style. That 
was why the musician from the north became 
* r transported. 
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(2) In Ra bha ta riti (style) the raga bhava asserts itself 
prominently, and the bhava and tala are consigned to 
the background. 

(3) In the Ta ra bha riti (style) the rhythmic element 
unduly asserts itself, throwing to the background 
the elements of bhava and raga. 

3. During the very early period of tutelege of UmaiyaL 
puram Krsna Bhagavatar and Sundara Bhagavatar, it so 
happened that one morning Tyagaraja frowned on the two 
young disciples. The boys took the incident to heart 
and went away to their native place without telling their 
master. Not finding the boys during the afternoon lesson, 
Tyagaraja made anxious enquiries about them. He feared 
that these sensitive boys might have committed some rash 
act. So he went to their village, Umaiyalpuram and got the 
news that the boys had come there safely. The boys were 
not at home when he went there. He returned back to 
Tiruvaiyar. 

Verigu Bhagavatar, the eldest brother of Krsna Bhaga¬ 
vatar and Sundara Bhagavatar regretted very much the 
act of his two young brothers. He waited for a month and 
composed an astakam in praise of the Great Composer. Each 
stanza of this astakam ended with the phrase, *‘Tyagarajam 
bhaje”. He took his brothers along with him to Tyagaraja 
and sang this astakam and requested the composer to take 
the boys once again as his sisyas. The Great Composer 
magnanimously re-admitted them and since that time they 
made amazing progress. 

4. Amongst the various people who regularly attended 
Tyagaraja’s bhajanas was a Mahratta Soldier who 
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had retired from service. Tyagaraja noted him and touched 
by his devotion and sincerity, asked him one day if he 
desired to have anything. 

The latter replied, “Sir, If you will kindly spare me the 
sandals that you are using while going to the backyard of 
your house, I shall treasure it as a sacred memento”. 

Tyagaraja was touched by his bhakti and instead of 
giving him the pair of sandals he asked for, he desired to 
to give him something superior. To the great joy of the 
soldier, Tyagaraja gave him the pair of sandals he was 
using inside the house itself. It is said that this pair of 
sandals used by the Great Composer is still kept and wor¬ 
shipped in the family of the descendants of this soldier. 

5. Vikatakavi Krsnayyar was a relative of the Pallavi 
vidvan Talanayar Somu Bhagavatar. He was also a Sama- 
sthana vidvan in Sarabhoji’s Court. The Maharajah honoured 
the distinguished homourist by presenting him with the 
birudas, sword and knife. Krsnayyar had moustachios and 
he rode on horseback. He rode from Tanjore to Tiruvaiyar 
on horseback twice or thrice every month to see Tyagaraja 
and his Dhyanamurti S'ri Rama. Krsnayyar was a musi¬ 
cian but not a Pallavi vidvan. He was proficient in five 
languages: Tamil, Telugu, Samskrt, Mahratti and Urdu. 
He was so enamoured of the kriti, N&nendu vetakutura 
(Karnataka byag) that whenever he came to see Tyagaraja, 
he requested the latter to sing that piece. The Great 
Composer invariably responded to his request and sang the 
piece along with his disciple, Tillasthanam Rama Ayyan- 
gar. The latter’s voice very nearly approached that of 
Tyagaraja in point of beauty, responsive ring and timbre. 
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It is said that Sarabha S'astri, the great flutist, once 
heard the kriti Nenendu vetakutura from the Umaiyal- 
puram disciples and played it perfectly on the flute the 
next day, without practising it even once. On another 
occasion he played the kriti Rama ninne nammindnu 
(Huseni raga) after hearing it once from the Umaiyalpuram 
disciples. These speak volumes about the extraordinary 
powers and musical talents of Sarabha S^astri. 


On the samadhi of Tyagaraja, the following is inscribed:- 

. SYto-niBjSlTlb - 

28o_). 

The meaning of this is, if the samadhi was renovated by 
the Umaiyalpuram disciples, Krspa Bhagavatar and 
Sundara Bhagavatar on the 28th Chitra month of 
the Tamil year Sobhakrtu corresponding to 10th 
May 1903 (Sunday). 

General 

The greatest gift of God to humanity is Tyagaraja. 
Without his compositions, the musical world will be as 
dark as Erebus. He focussed all the beauties of ragas in 
his kritis. His compositions have an enduring value. They 
sprang from the depths of his heart. He has fulfiilled the 
mission of a true composer. He has created Beauty through 
the medium of musical sounds. He has kindled in the 
hearts of people, a passionate desire for art music. He has 
elevated mankind and brought solace to it. Composers like 
him are not.the treasure of a particular province or country. 
He has transcended all limitations of race, language and 
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country. His compositions are the universal possession 
of mankind. The magnetic quality of his songs, their 
wondrous suggestiveness and the exhuberance of his imagi¬ 
nation have all earned for him undying fame. What is the 
Nation but for the legacy left by illustrious composers 
like Tyagaraja! 

Tyagaraja was a true spiritual singer and offered his 
music to God and none else. He was very pious and read 
the Ramayana- every day. He was a composer with a 
living mind. His compositions are full of life Some 
of his songs have a bearing on the problems of life. 
He was well up in s'astra and anubhava. The name 
of one composer known to all the strata of society, 
from the erudite expert down to the veriest tyro is 
Tyagaraja. 

In his compositions, we see the confluence of the triple 
factors of bhava, r&ga and tala, in the correct and natural 
order of importance. His compositions are saturated 
with the triple elements of sahgita bhava, sahitya bhava 
and bhakti bhava. He was a past master in the art of 
weaving melodies even with tiny ragas. In his handling 
of old ragas like Pratapavarali and Dipaka, a rejuvenated 

freshness is seen. He is a ScMgita siddhanii. 

* » 

Indian music is a fathomless system. Tyagaraja has 
dived deep into its mysteries and brought out rare gems of 
resplendent beauty. The consummate mastery of the 
technique of composition is revealed in his kritis. 

Tyagaraja was a highly cultured person. His composi¬ 
tions bear the stamp of this culture. It is a pleasure to 
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perform or listen to the compositions of highly cultured com¬ 
posers. The compositions of those who are not highly cultured 
but which however are characterized by a highly evolved 
technique may not touch the listners. 

Tyagaraja combined in himself literary talents, musical 
excellence and intense devotion. He represents the soul of 
India. Music and religion are woven together in his life. 
His experiences of the Divine Ananda have found clear 
expression in his musical utterances. To see him was to wor¬ 
ship him. A wealth of musical ideas and poetic ideas lie 
packed in his compositions. He has reached lyrical heights 
of emotion in his compositions. 

The Gopichandana tripundra and the aksaya mark on his 
forehead reflect the true Bhagavata, Tyagaraja. Tyagaraja 
is an immortal. His compositions will endure till eternity. 

Poets like Valmiki, Kambar and Tulasi Das may be described 
as Rdmdyana Kavis but Tyagaraja has the destinction of be¬ 
ing the Rdmdyana VdggSyakdra. Valmiki no doubt set the 
Ramaya^a to music and taught them to Lava and Kus'a. It is 
in this musical garb that the two lads rendered the epic poem 
in S'ri Rama’s court. But that music is now irretrievably lost. 
The verses of Kamba Ramdyana are even now sung to 
non-rhythmic music and the verses of the Ramayaha of Tulasi 
Das are sung in a few tunes. But Tyagaraja imported such 
a variety of ragas and tunes for his Ramayaria kirtanas that 
he stands without a parallel. 





Map of South India showing the places connected with 
the life-history of Tyagaraja and other details. 



Tiruvdrur 

Kaharla 

Tanjore 

Places visited 


PuttUr 


■— Birth place. ^ plate xii 

— Home of his ancestors. _ 

— The place where the Ekapttha vigraham 

can now be seen. _ 

— Kanchi, Walajapet, Tirupati, kovur, 
Tiruvottiyur, Madras, T r i p 1 i c a n e , 
Nagapatam, Sh'irahgam. 

— Where the dead person was brought back 

to life. 


Nagaldpuram — The scene of the thieves episode. 
Tiruvaiydr Containing his Sam ad hi. 

Plan — Places noted for Tyagaraja festivals. 





CHAPTER XV 

* i i i , 


Tyagaraja: Bibliography 

The one Indian composer concerning whom an extensive 
bibliography exists is Tyagaraja. His name is not only 
known throughout India but also in countries beyond. Some 
of his compositions have been published in staff notation and 
this has enabled people familiar with this system of musical 
notation to understand something of the genius of this Great 
Composer. As compared to a harmonical system of music 
(Samvadanuvada Sahgita), a purely melodical system of music 
based on ragas (Raga sahgita) offers an inexhaustible source for 
the spinning out of melodies of variegated colour and beauty. 
Tyagaraja’s compositions are an excellent instance in point. 
Not only has he composed numerous pieces in the known 
ragas of his time, but has also composed brilliant kritis in 
ragas created by him. There are also instances of ragas 
already known but in which he has the distinction of being 
the first to compose and show their melodic individualities 
in a detailed and tangible form. The incidents in Tyagaraja’s 
life are full of interest and have a deep moral lesson for us. 
No- wonder that an extensive bibliography concerning such 
an' eminent luminary has sprung up. 

• There are both printed books and unpublished manuscripts 
relating to Tyagaraja and his works. They are found in 
Samskrt, Tamil, Telugu, Malayalam, Kannada and English. 
Some of them contain biographical accounts, some, his com¬ 
positions in notation and the rest the bare texts of his songs. 
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The year of publication of the book, wherever known, has 
been given. 


In Telugu 

1. Biography of Tyagaraja; a palm leaf manuscript 
written by his two disciples, Walajapet Venkataramaija 
Bhagavatar and Tanjore Rama Rao. 

2. Biography of Tyagaraja by Walajapet Krsnasvami 
Bhagavatar (a note book). 

3. Another note book com tain ing stray notes on the life 
of Tyagaraja written by K. K. Ramasvami Bhagavatar 
(Circumstances that led to the composition of the 
opera, SUd Rama Vi jay am are detailed here). 

4. A number of note books containing his songs, some 
with notation and some without it. 

All the above manuscripts as also the famous manuscript 
copy of Potana’s Bhdgavatam used by Tyagaraja for his daily 
Paraya^a are in the Saurastra Sabha Library, Madurai. 

One of the above note books contains a few chapters from 
the Svardntava 3 the reputed work presented to the composer 
by Risi Narada, according to tradition. That the composer 
was blessed by Narada and that he was familiar with the 
contents of the Svardrqava are respectively evident, from the 
mudra charanas of the Kritis, u Sri Narada muni Gururdya w 
(Bhairavi), and “Svara rdga sudhdrasa (S'ankarabharaJjam). 

Bhairavi:— 

R&jillu vinakalgu Gururaya Tyaga | 

Rajuni brochina Sadgururaya 11 
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S'ankarabharanam :— 

Rajitagiris'udu nagajaku delpu Svararriava marmamulu! 

V ijayanmgala Tyagarajukeruke - Vis'vasinchi delusuko 

o manasa li 

Even in the s'loka attributed to Yajnavalkya 

Viijavadana tattvajKn: s'ruti jati vis'arada: 

we find the phrase S'ruti s'astra vis'arada occurring and 
not S'ruti jati vis'arada (S r ruti s'astra vis'arada is a more com¬ 
prehensive concept than S'ruti jati vis'arada). 

In the introductory portion of _the Svardri$ava , topics like 
NadOtpatti (origin of Nada), Ahata Nada and Anahata 
Nada, the three gramas, murchchanas, grama sadharai;a, 
alankaras, chaturanga prastara and gayaka d5sas are dealt 
with. The nomenclatures given herein for the murchchanas 
are different from those given in the Sangtta ratnakara. 
A section of the work is entitled Svara rdgctsudharasa 
Grandhamu”. The ideas contained in Tyagaraja’s songs on 
the theme of the greatness of music like “MOksamu galada”, 
“Ragasudhdrasa ” and ‘Nadopcisana” are evidently amplifi¬ 
cations of the ideas contained in the corresponding s'lskas in 
the Svararncivam. 

In the raga chapter (R&gaviveka), brief sahcharas are given 
for many ragas. Ragas which we come to know of for the 
first time, through his compositions, like ChenchukatnbbOji, 
Vljayas'd, Nagasvaravali, Mavarasa kannada, Saramati, Jana* 
ranjani, Garudadhvani, Bahudari, Dilipakam and SupOsini 
are mentioned here. The ragas are arranged and presented 
in the order of the meins, New ragas like Saraitga kapi and 
Malinimakarandam are also referred to. The latter raga 
is mentioned as a Janya of the Nata mela and the artihatja 
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and avarohatia are given as s r m p d n s 
s n d p m r s. 

' 5. Note books containing Tyagaraja’s songs in notation by 
Walajapet Krsijasvaniy Bhagavatar (In Walajapet 
Collection, Madurai). 

6. Note books containing his songs in notation by 
Tiruvottiyur Ramasvami Ayyar, a disciple of both 
Walajapet Krstiasvanii Bhagavatar and the Brothers, 
Umaiyalpuram - Krsrta Bhagavatar and Sundara 
Bhagavatar. 

Short biographical accounts of the composer are given 
in the prefaces or introductions in the following six 
books:— 

7. Sangita Sampradaya Pradarsini by Subbarama 
Diksitar, Vol. I (1904). 

8. Gayakasiddharanjanam, Part II, (1905) by Tachchur 
S^ingaracharlu. 

9. Ganendu S'ekharam (1912) by Tachchur S'ihgaracharlu. 

i 

' 10. Narasimha Bhagavatar’s edition of Tyagaraja 
Kirtanas (1908). 

11. Adi & Co. Edition of Tyagaraja Kirtanas (1912). 

12. Tyagaraja Hridayam by K. V. Srinivasa Ayyangar 
(1922). 

The following three books give biographical ahd 
critical accounts of the composer. 

13. Tyagaraja Svami Charitram by Pasumarthi Krsijamurti. 
S'astri (1926). 

In the Introduction to this book, K, Nageswara Rao ' 
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Pantulu says, “Valmiki is Ravi Brahma, Tyagaraja is 
Gayaka Brahma”. 

14. Sri Tyagaraja Charita by V. V. Narasimhacharlu. 

15. Mahabhaktulu (Ram cl as & Tyagaraja) by Vanguri 
Narasimha Rao (1937). 

» 4 

The following books contain the compositions of 
Tyagaraja and other composers in notation:— 

16. Sangita Svayambodhini by T. M. Venkatesa Sastri 
(1892). 

17. Gayaka parijatam (1877). 

18. Sangita kalanidhi (later editions). 

19. Gayaka siddhanjanam (Parti) 1890 and (Part II) 1905. 

20. Ganendu sekharam (1912). 

21. Bhagavat saramrutam (Song Nos. 17 to 21) by Tachchur 
Singaracharlu (1916). 

22. Sataklrtana Svaravali by C. S. Krishnaswamy Ayyar 
(1911)—contains 100 kritis of Tyagaraja in notation. 

23. Sangita Sampradaya Pradarsini, Primer and Vol. II 
by Subbar ama Dikshitar. 

24. Sangeetha Pradtyini (1916) by K. Varadachari, 
K. V- Srinivasa Iyengar and Krishnarmachad. 

25. Sangeeta Vidya Darpanamu by U. Venkatasami (1910). 

26. Ganabodhini by C. Tirumalayya Naidu (1906), Madras. 

27. Gandharva kalpavalli by P. S. Ramulu Chetty (1911). 

28. Tvagar&ja Hridayam by K. V. Srinivasa Iyengar, 

' ; Parts I to III (1922). « 
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29. Sangeetha sudhambudhi by K. V. Srinivasa Iyengar 
(1923). 

30. Ganabhaskaram by K. V. Srinivasa Iyengar (1918). 

81. Sangeetha svaraprastara sagaram by Nadamuni 
Panditar 11914). 

32 Sangeetha sarvartha sara sangrahamu (1897). 

33. Gana vidya vinodini by Veena Basavappa, Hubli, 
(1915). 

34. Sangeetananda ratnakaram by Thenmatam Nara- 
simhacharlu (1917). 

35. Sangeetha sudha sangraham by Munisvami Naidn 
(1909), Tirnvottiyur. 

36. Tyagaraja’s Pancharatnam by S. A. Ramaswami Iyer 
of Tiruvottiyur (1933). 

37. Sangeetha prachara bodhini by Eka SubbaRao (1984). 

38. Ganakala chandiika by Aripirala Satyanarayanamurti 
(1933). 

39. GanakalabOdhini by Mr. & Mrs. N. C. Parthasarathy 
(1951). 

Books containing the texts only of the songs of 
Tyagaraja and other composers 

40. Ganamrutham by T. M. Venkatesa Sastri (1903). 

41. Bhagavat Bhajana Paddhathi by T. P. Kodandarama 
Iyer (1913). 

42. Gayana Gayani Jana Parijatamu (1898k Madras. 

43. Gayaka Lochanam by Tachchur Singaracharlu (1902). 

44. Indian Songs: Book I by P. Sambamoorthy (1926). 

Manuscript copies of Nowka Charitram exist in the Tanjore 
Saraswati Mahal Library and the Government Oriental 
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Manuscripts Library, Madras. The bare text of this opera 
has been printed by Vedam Venkataraya Sastrulu and a few 
other scholars. The bare texts of the other two operas of 
Tyagaraja, Prahlada Bhakti Vijayam and Si tar am a Vijayam 
were printed in the latter part of the 19th century. The fact 
that Tyagaraja’s operas were printed even before his Idr- 
tanas deserves our attention. 

45. Prahlada Bhakti Vijayam, Text only, Vidwanmoda 
Tarangini Press, Jan. 10, 1868- 

46. Nowka Charitram, Text only Edited by Minjurpattu 
Ramachandra S'astri (1873). 

47. Nowka Charitram, Text only. Edited by Seshachala 
Sastri (1885). 

48. Nowka Charitram, Text only, Printed at the Jothish- 
mathi Press (1892), Madras. 

49. vSitarama Vijayam, Edited by Walajanagar Loka 
Narayana Sastrulu. 

50. Sri Tyagaraja Vijayamu (Harikatha) by Tadepalli 
Venkatasubrahmanya Sastri (1945). 

51. Tyagaraja kirtanalu with meanings by Vissa Appa Rao 
(1948). 

In the Preface to this book, Dr. Sir S. Radhakrishnan 
says that Tyagaraja belongs to the line of India’s Risis 
(sages). He ranks him along with such great names as 
Valmiki, Vyasa, Jayadeva and Potana. 

In Tamil 

52. Sri Sadguru Tyagaraja Swamigal Charitram, by 
Brahmasri Panju Bhagavatar, 1917. 
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53. Life of Tyagaraja by Urattur K. Vaidyalingam Pillai, 
Kunjitapatam Co., Aiyankadai Street, Tanjore (1915). 1 

' i » 

54. Life of Tyagaraja by M. S. Krishna Iyer (1932). 

In an appreciation of this work, H. H. S'ri Sankara- 
charya of KamakOti PItham refers to Tyagaraja as one 
who has attained Brahmibhavam. 

55. Tyagabrahmopanishad by K. K. Ramaswami Bhaga¬ 
vatar (contains the lives of Tyagaraja and his disciple, 
Walajapet Venkataramana Bhagavatar and also a few 
of Tyarajaja’s compositions in notation). 

56. Sangeetha Jothi, Tyagaraja: by Suddhananda 

Bharatiyar. 1 ? 

57. Sri Tyagaraja Swamigal Charifcra Surukkam by P. K. 
Murty, Madras. 

i ? ' 

The fallowing books contain brief accounts of Tyaga¬ 
raja in their Prefaces or Introduction. 

♦ j 

• p' 

58. Ramananda Yo’gPs Edition of Tyagaraja Kirtanas. 

59. Karunamruta Sagaram by Rao Saheb Abraham’ Pandi- 
thar (see the section relating to prominent musicians 


60. Indian Songs: Parts 1 to 5 by P. Sambamoorthy - con¬ 
tains the bare texts of the songs of Tyagaraja and 
other composers (1926). 

61. Essays on Tyagaraja' ’by P. V. Krishnaswamy Ayyar, 
B.A., BX. and .Nagaraja Bhagavatar (Tanjore Sangita 
Vidyi Maha Jana Sangam, Fourth Quarterly Report, 
1913). 
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The following books contain the compositions of 
Tyagaraja alone or Tyagaraja and other composers, in 
notation. 

62. Dakshinatya Ganam, Parts I to IV by C. R. Srinivasa 
Iyengar. 

63. Prathama Siksha Prakar attain by C. S. Krishnaswami 
Iyer (1913). 

64. Sangeetha Balabodhini by B. S. Ramachandra Rao, 
Madras (1931). 

65. Sangeethanubhava Sara Sangraham, Parts I and II by 
Perungulam Srinivasa Iyengar (1910). 

66. Sangeethamrutanidhi by Rao Saheb C. M. Madura- 
nayakam Pillai, Madras (1926). 

67. Sangeetha Ratnavali by K. V. Srinivasa Iyengar, 

68. Sangeetha Rasarnavam by K.V. Srinivasa Iyengar (1918), 

69. Sangeetha Chintamani by K. V. Srinivasa Ayyangar. 

70. Tyagaraja Hridayam Parts l to III by K. V. Srinivasa 
Iyengar. 

71. Gana Manjusha by Veena Anantakrishna Iyer Madras, 
(1984). 

72. Sangeetha Sarvartha Chintamani by P. B. Srinivasa 
Iyengar 

73. Advanced Music by N. Sundaram Iyer Madras, 1930. 

74. Sangeethananda Bodhini by M. Raghavachariar (1933). 

75. Sangeetha Nunmanimalai or Tyagaraja Kirthanai (1912) 
Madras. 


26 
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76. Kir tana Sagaram, Books I to IV by P. Sambamoorthy. 

77. Tyagaraja’s Nowka Charitram by P. Sambamoorthy 
(1939). 

78. Sangeetha Kalanjanam by T. C. Tirana vukkarasu, 
Madras (1930). 

79. Sangeetha Gayakamrita varshini, Madras (1905). 

80. Swarasangeetha Ratnakaram by Alagiriswami Bhaga- 
vatar, Lakslimi Vilas Press, Trichy (1906). 

81. Sangeetha Ratnam. 

8*2. Kriti maul malai by Rangaramanuja Ayyatigar (1947). 

83. Tyaga raja’s Pancharatnam edited by Alattur Venka- 
tesa Ayyar (1953). 

84. Rare and unpublished Kritis of Tyagaraja : edited by 
T.V.Subba Rao (1951). 

85. Gana Sekharam by V. R. Maui. 

86. Gana Tatvamrita Bodhini, in Kannada by Veena 
Basavappa, 1922. 

All music books published in Kannada and Malayalam 
contain select kritis of Tyagaraja in notation. 

In Sanskrit 

87. Life of Tyagaraja by Sundaresa Sarma, Tanjore. 

88. Srimath Tyagaraja Vijaya Kavya by Muthiah Bhaga- 
vatar, Trivandrum (l94l). 

In English 

89. Tyagayyar, the greatest musical composer of Southern 
India, by C. Tirumalayya Naidu(l910). 
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90. Tyagaraja by M. S. Ramaswami Iyer (1927). 

91. Sri Tyagaraja, Musician-Saint, by N. Sanjiva Rao (1929). 

92. Tyagayya by T. Lakshmana Pillai of Trivandrum 
(included in his collected volume of essays (1918). 

98. Tyagaraja by V. Nagamayya, Travancore State Manual 
Vol. Ill (1906). 

94. The book, Syama Sastri and other famous figures of 
South Indian Music by P. Sambamoorthy, contains a 
short biography of Tyagaraja (l934). 

95. Tyagaraja by B. V. P., Bangalore Press, Bangalore 
City (1946). 

The following books contain brief accounts of or references 
to Tyagaraja or contain his songs in notation. 

‘ 96. Oriental Music in European Notation by A. M. 
Chinnnaswami Mudaliar (1892). 

97. Music and Musical Instruments of Southern India and 
Deccan, by Capt. C. R. Day (1891). 

98. Music of Hindusthan by A. H. Fox Strangways (1914). 

99. Music of India by H. A. Popley (l92l). 

100. The Story of Indian Music and its instruments by 
Ethel Rosenthal (1928). 

In this book, the author calls Tyagaraja as the Indian 
Beethoven. 

101. Psychology of Music by H. P. Krishna Rao (l923). 

102. A first Book of Indian Music by M. Maheswari Devi, 
Jaffna, Ceylon (1930). 
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103. South Indian Music, Book IV by P. Sambamoorthy 
contains a chapter on Tyagaraja’s style (1941). 

104. South Indian Music: Book V, Chapter IX contains the 
varieties of Madras used by Tyagaraja (1951). 

105. Great Composers: Book I by P. Sambamoorthy con¬ 
tains a chapter on Musical Trinity (1950). 

106. Teaching of Music by P. Sambamoorthy contains an 
appreciation essay on Taygaraja’s Giripainela (1947). 

107. Pudukottah State Manual, Vol. II, Part I, page 870 
mentions that Tyagaraja made a lamp burn by singing 
JyOtisvarupini raga. 

The following books contain select melodies of Tyagaraja 
in staff notation. 

108. Oriental Music in European Notation by A.M.Chinna* 
swami Mudaliar. 

109. Ragas of Tanjore by S. Natarajan. 

110. Indian Melodies in Staff Notation by P. Sambamoorthy. 

111. Eleazor’s Music Book : Contains some of the songs of 
Tyagaraja in staff notatianj but in the place of crot¬ 
chets and quavers on the staff ? we have the correspond¬ 
ing solfa letters in Tamil printed thereon. 

Translations of Tyagaraja’s Songs and Operas. 

112. The songs of Tyagaraja translated into English verse 

by Dr. C. Narayana Rao. ! 

113 . Lines of Devotion (Songs of Saint Tyagaraja) translated 
into English by A. V. S. Sarma (1954). 
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114. Tyagaraja Keerthanai translated into Tamil by Sm. 
M- K. Kausalya Ammal (Mrs. T. V. Venkatacharian 
M.A.), Madras, 1923. 

115. Tyagaraja Svamigal Keerthanai translated into Tamil 
by K. V. Krishnadas, Madras, 1939. 

116. Samskrita Nowka Charitram by Kavi Venkata Suri 
(1947). 

117. Panchal Charitra (the Nowka Charitra in song and 
verse in the Saurastra language). 

118. Kannan Lilai, Kakshi Oda Kummi by Srirangam 
Ranganayaki. Ammal (Tamil version of Nowka Charit¬ 
ram in song and verse). 

Articles in Journals, Souvenirs, etc. 

119. A Vision of Tyagaraja by Y. Mahalinga Sastri, B.A., 
B.L. (pp. 98 to I0S Triveni, Marcli-April 1930). 

120. Hero as Composer (Tyagaraja) by T. V. Subba Rao, 
1945j Souvenir of Sri Krishna Gana Sabha, Hyderabad 
(Deccan). 

121. Tyagaraja by P. Sambamoorthy (Tyagabrahma Mahot- 
sava Sabha Souvenir 1940). 

122. Raga Svarupa and Tyagaraja’s Kritis and two Musical 
maps by Sambamoorthy and Articles on Tyagaraja by 
others (Sri Tyagabrahma Mahotsava Sabha Souvenir 
1942). 

123. Cauvery, Tamil Monthly, Kumbakonam, Special Num¬ 
ber, for Tyagaraja’s Festival (1942 January) contains 
articles on Tyagarajas life and his contributions to 
Indian Music. 
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124. Parupalli Ramakrishnayya Pantulu, 61st Birthday 
Presentation Volume (contains Articles on Tyagaraja 
by Sir S. V. Ramamurti and Parupalli Ramakrishnayya 
Pantulu). 

125. Addresses delivered year after year at the inauguration 
of the Aradhana Festival of Tyagaraja at Tiruvadi, 
Tanjore. 

126. An Address on Tyagaraja delivered in March 1645 by 
P. Sambamoorthy at the Headquarters Hall of the Theo- 
sophical Society, Adyar, under the auspices of the 
Kalakshetra and published in the journal, Theosophist 
(June 1945). 

127. A series of Articles on Tyagaraja contributed to the 
Hindu in the past years by Messrs. C. R. Srinivasa 
Iyengar, M. S. Ramaswami Iyer, Dr. T. Srinivasa- 
raghavan, Harinagabhushanam, P. Sambamoorthy and 
others. 

126. The Journal of the Madras Music Academy and the 
Souvenirs of its Conferences as also the Souvenirs of 
the Indian Fine Arts Society and Tyagaraja festival 
souvenirs issued in Bombay, Delhi and Calcutta contain 
articles on Tyagaraja. 

129. Daily Express Annual (1925) contains an article on 
Tyagaraja by C. R. Srinivasa Iyengar. 

Journals containing the Songs of Tyagaraja in notation with 
meaning. 

ISO. Sangita Satsampradaya Dipikai (Tamil) edited by 
Setlur V. Rangasvami Iyengar, 1912— 191S. Vepery, 
Madras (also contains songs in notation from Pancha- 
taleswaram Vina Nilakanta Sastriar). 
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131. Gana Vidya Prakasini (Tamil) 1915—17. 

132. Swadesamitran Weekly: Madras (Contributions by 
C. R. Srinivasa Iyengar, Umaiyalpuram Venkatarama 
Iyer and Turaiyur Rajagopala Sarma). 

138. Tyagaraja Centenary Publications of, 

(а) Ganakala Parisad, Rajahmundry, and 

(б) Sarasvati Gana Sabha, Kakinada. 

(c) Mulakanadu Sahha, Madras. 

(d) Indian Listener New Delhi. 

Other books containing accounts of Tyagaraja or the text of 
his songs or his compositions in notation and not 
noticed before. 

134. Sangita Kalpadrumam by Harikesanallur Muthia 
Bhagavatar (Tamil) 1947* 

135. Sangita Lakshanamu by P. Satyanarayana (Telugu) 
1948. 

136. Namavali Satakam by P. Sambamoorthy (Tamil). 

137. Guide book on the Teaching of Music by P. Samba¬ 
moorthy and S. Parvati (1949). 

138. Sangita Chanddka by Mah&deva Bhagavatar and 
Padmanabha Bhagavatar (Malayalam) (1937)- 

139. Bhajanavali: Published by Sri Ramakrishna Vidya- 
laya, Madras (1939). 

140. Guru Kirtanaigal by Padinavati Ammal. 

There are many instances of later composers writing 
Sahityas to the dhatus (tunes) of Tyagaraja^ Kritis: 
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(i a ) For the tune of the Kriti, Srip ate (Nagasvar avail 
Raga), Subbarama Dikshitar has composed the 
Sahitya, Srivdllipatz (See Sangita Sampradaya 
Pradarsini, Vol, II, p. 5 of the Anubandham (B)). 

( b ) For the tune of the Kriti, EtulabrGtuvQ teliya 
in Chakra vakam, Patnam Subrahmanya Iyer has 
, composed a Sahitya, Etula vrasi yunnado . 

Of the compositions composed in praise of Tyagaraja, the 
following may be mentioned :•— 

1. Dhyana slokas in Sanskrit by Walajapet Venkata- 
ramana Bhagavatar. 

2. Mangalashtakam by Venkataramana Bhagavatar. 

3. Adi Gurustotra Panchangam in Telugu by Venkata¬ 
ramana Bhagavatar, beginning with the words, 

“S'ri Kakarlanvayaratnakara...’”. 

4. A piece in Manipravalam (Sanskrit, Telugu and 
Saurastra) by Venkataramana Bhagavatar begin¬ 
ning with the words, 

“s'rimatpafichanadakhya pattahanivasan” 

" ■ ■ • Kritis • 

5. Swamiki sariyevaranavacchu (Devagandhari raga) 

6. Gucucharaham bhajare (Sankarabhara^ia raga) 

7. Sadguruswamiki (Ritigaula raga) 

8. Tyagarajaswamiguruni (Kharaharapriya raga) 

9. Sri Tyagarajaswami mahimanujVachaspati raga) 

10. Ramachandra nannu (Haridasapriya raga) 

11. Ehi SadgurO (Khamas raga) 

12. Nadabrahma (Nadabrahma raga) 

13. Ininamakkoru (Bilahari raga) - 

14. Sri Tyagaraja Ashtottara Sata Namavali by 
; , -Bangalore Nagaratnammal (l940).- 
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1. Composers, Musicians, Patrons, Poets, Rishis and 

Celestial Singers 

[ Note :—The names are presented in the alphabetical order. But in 
the case of musicians, with special musical musical titles, their names 
are given under those titles. Thus Maha Vaidyanatha Ayyar is given 
under M, Pallavi Seshayyar under P and Sankarabharanam Narasayya 
under S and so on.] 

Amritalingam Pillai 106 
Anjaneya 31 
Annaswami Sastri 104 
Appar 96 

Aravamuda Ayyangar 107 
Arunachala Achari 120 
Athana Appayya 20, 74 
Ayya Bhagavatar 106, 123, 154 
Ayyarval 103, 149 

Balabrahmam 13 
Beethoven 4 
Bharata 31 

Bhasyam Krishna Sastri 2, 17 
Bhuloka Narada (Tyagaraja) 81 
Bodhendra Sadguru Swanii 5, 53 
Brahmanandendra Swami 122 

Chinnaswami Mudaliyar, A. M. 3 
Chinna Tyagaraja (Sabhapati Ayyar) 102 
Chinnayya, Tallapakam 52 

Dakshinamurti Sastri, Suserla 104 
Dasari 79 

Dharma Dikshutulu 104 
Duraiswami Ayyar 76 
Duraiswami Ayyar, Manathattai 106 


27 
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Ekambara Mudaliyar, Kovur 162 

Ganesayya Garu 106 
Giriraja Brahmam 13 
Giriraja Kavi 2, 14 
Gnanam, Tiruvarur 185 
Gopalakrishna Bharati 65, 66 
Gopinatha Bhattacharya 22, 64, 65 
Govinda Das 69 

Govinda Marar (Govinda Das) 69 to 71, 184 
Govindasamayya, Karvetnagar 46 
Govindasami Pillai 125 
Govinda Sivan 105 
Guruvamma 16 

Haridas 25 

Jagadrakshaka Bhagavatar 109 
Jalpesan IS to 15 
Jayadeva 70 

ICabir Das 25 

Kamalam, Tiruvarur 185, 186 
Kambar 58 

Kanniah Bhagavatar 67, 70, 105 
Kodandaramaswami, Marudanallur 135 
Kodandaramayyar, T. P. 62 
Krishna Bhagavatar 91, 105, 108, 109 

Krishnaswami Bhagavatar, Walajapet 71, 91, 103, 105, 107, 
108, 118, 119, 121, 123, 125, 131 
Kshetrajna 46, 186 
Kuppuswamiah, Akhilandapuram 16 

Lakshminidhi 37 
Lavani Venkata Rao 118 

Maha Vaidyanatha Ayyar 77, 104, 113, 130, 154 

Moti Rao 85 

Muddupazhani 164 

Munusamappa 121, 125 

Muppanar, Kapisthalam 158 

Muthuswami Dikshitar 46 

Nadabrahmananda 123 
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Nagaratnammal 125 
Narada 4, 26, 33, 39, 40, 170 
Narasimha Bhagavatar 105,124 
Narasimhadasa, Tumu 62 to 64 
Narayanayyar, Loka 120 
Nataraja Bhagavatar, Nematn 106 
Nilakanta Ayyar, Nangavar'am 106 

Pallavi Duraiswami Ayyar 110, 111, 116, 163 
Pallavi Ellayyar 80, 120 
Pallavi Seshayyar 33, 106,114 to 116 
Pallavi Sitaramayya 103, 110 
Panchanada Ayyar 76, 77, 154 
Panchanada Brahmam 13 
Panchapakesan 13, 14 
Panchapakesayya 16, 104, 114 
Panju Bhagavatar 10, 105, 124 
Paramesvara Bhagavatar 70 
Pattinattar 96 

Ponnuswami, Fiddle 103, 111 
Potana 144, 145 
Potti Josyar 107 
Prahlada 39 to 41 
Purandara Das 14,16,17, 39 

Radhakrishna Ayyar, Kanjira 106, 109, 110 

Rama Ayyangar, Tillasthanam 91, 105, 123, 131, 185, 186, 189 

Ramabrahmam 4 2 to 15, 18, 38, 84, 140 

Ramadas, Bhadrachalam 25, 39 

Ramakrishna Yatindra 25, 26, 42, 57, 148 

Ramananda Yogi 105 

Ramanathaa 13, 14 

Rama Rao, Tanjore 91, 97, 102, 105, 164 
Ramasesha Sastri 2, 17 

Ramaswami Ayyar, S. A., Tiruvottiyur 105, 121, 125 

Ramaswami Bhagavatar, K. K. 121 

Ramaswami Sivan 77 

Ramayya, Lalgudi 106 

Ramudu Bhagavatar 10, 15, 89 

Rangacharlu, Chandragiri 104 

Sabhapati Ayyar, Muvvalur 185, 186 
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Sabliapati Si van 105 

Sachchidananda Brahmam 13 

Sadananda Brahmam 13 

Sadasiva Brahmam 13 

Sadasiva Rao, Mysore 91, 105, 120 

Sadguruswami, Marudanallur 25 

Sambamurti Sastri 111 

Sami Bhagavatar, Umaiyalpuram 109 

Sankarabharanam Narasayya 20 

Sankaracharya 96 

Santamma 188 

Sarabha Sastri 104, 118, 190 
Sarabhoji 83 to 87 
Seshayya 94 

Shahaji Maharajah 13, 35 
Singara Muni 59 to 61 
Sitalakshmi 16, 163, 188 
Sitamma 13, 14 
Sitaramayya 103, 111 
Sitaramayya, Sojiri 91, 106, 110, 167 
Sivaramayyar 104, 114 
Sobhanadri 104 

Somu Bhagavatar, Talanayar 189 
Srinivasa Ayyangar, C* R. 11 
Srinivasa Ayyangar, Ramnad 51, 104 
Subbarama Bhagavatar 106, 154 
Subbarama Dikshitar 9 
Subbaraya Sastri 65, 103, 104 
Subbay yar, Andanur 106 
Subbayyar, Neykkarappatti 106, 115 
Subrahmanya Ayyar, Nemam 106 
Subrahmanya Ayyar, Patnam 54, 104, 113 
Subrahmanya Bhagavatar 129, 134 
Subrahmanya Bharati 129, 134 
Sundara Bhagavatar 91, 105, 108, 109 
Sundara Mudaliyar, Kovur 95 to 97, 112 
Sundaramurti Nayanar 96 
Swaminatha Ayyar, Tiribhuvanam 74 
Swati Tirunal 46, 67 to 70 
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Syama Rao, Taluq Tahsildar 123 
Syama Sastri 10, 11, 40, 179,180 

Tirujnana Sambandar 96 
Todi Sitaramayya 20, 74 
Tulajaji II 140 
Tulasi Das 39, 58 

Tyagayyar, Tirnvottiyur 103, 113,162 

Umaiyalpnram Brothers (Krishna Bhagavatar and Sundara 
Bhagavatar) 105, 108, 109 123, 181, 188 
Upanishad Brahmam 90, 91, 95, 109 

Vadivelu 07, 68 

Vaidyanatha Ayyar, Manathattai 106 
Vaidyanatha Ayyar, Periya 130 
Vaidyanatha Bhagavatar 125 
Valmiki 50, 5 6 to 58 
Vasishta 59, 60 

Vengu Bhagavatar 108, 109, 188 

Venkatachalapati Bhagavatar (Chowna or Sevuna) 34,106 
Venkatadriswami, Ranchi 123 

Venkataramana Bhagavatar, Walajapet 11, 12, 81, 51, 78, 80, 
91, 92, 99, 100, 103, 105,107, 108, 118 to 120 
Venkataramana Das, Sonti 2, 18 
Venkataramanayya, Sonti 18, 82, 83, 123, 141,159 
Venkatarama Sastri, Merattur 35 
Venkataramayyar, Kottavasal X0B> 111 
Venkatasubbayya, Sonti 18, 20, 83 
Venkatasubbayyar, Manambuchavadi 51, 89, 103, 104, 113 
Venkata Suri, Kavi 11, 120 
Venkoba Rao, Fiddle 104, 114 
Vijayagopala 17 
Vikatam Krishnayyar 189 
Vina Kalahasti Ayyar 2,14 

Vina Kuppayyar 34, 46, 66, 67, 78, 95 to 97, 99, 103, 111 to 
113,162,163 

Vina Venkataramana Das 69 
Visakam Tirana! 135 

Wagner 35 
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2. Kritis, Kirtanas and other Musical Compositions 
[ Note :—The compositions of other composers are starred J 

Anathudanuganu 151 
Aparadhamula 49 
Atade dhanyudura 169 
Avaraku 114 

Bhavanuta 87, 127,188, 170 
Buddhi radu, 14G, 158 

Chakkani raja 80 
Chalakalla 171 

*Chandana charchita (Ashtapadi) 70 
Cheraravademira 30 
Chintistunnade 23. 80, 81, 148 
Chitraratnamaya 133 

Dandamn pettenura 77 
Darini telusukorrti 34, 79, 96, 112, 127 
Dasarathe ni rnnamu 22, 64 
Daya juchnta 5G 
Deva Rama Rama 132 
*Dhanyudevvado 114 
Dhyaname varamaina 146 
Dinamani vamsa 173 
Dorukuna ituvanti 12 
Dudukugala 128,175 

Ela ni dayaradn 26, 159, 170, 181 
Elavatara 49,148 

Endaromahanubhavnln 48, 71,128, 184 
Endu daginado 88, 89, 186 
Endukaugilinturane 146 
Endnko baga teliyadu 152,172 
Ennaga manasnku 40 
Ennallu tirigedi 22 
Enta bhagyamo 98,145 
Enta miiddo, enta sogaso 172 
Entani ne 127 
Enta papinaiti 41 
Entarani tana 51,148 
E paniko 56 
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E papamu 158 

Etla dorikitivo 170 

Etula brotuvo teliya 130,175 

Evarani 57 

Evari mata 51 

Evarito ne 171 

Giripainela 122, 170 
Grahabalamemi 132 

Hechcharikaga rara 127 

Innallu 182 
Intakannananda 168 
Iota saukhyamani 143 
Ivasudha ni vanti 22, 64, 96 

Jagadhanandakaraka 48, 128 
*Janmamenduku 114 
Jayamangalam 41 
Jayatu Jayatu (Churnika) 38 
Jnanamosagarada 119,144 
Jutamu rare Rangapatini 168 

Kaddanuvariki 169,170 
Kalaharana -172 
Kalala nerchina 59 
Kaluguna pada 88,138 
Kanakana ruchira 128 
Karma talli 96, 112 
Kanukontini 26,170 
Karu baru 165 
Karuna samudra 158 
*Karuninchumu 114 
Koluvaiyunnade 127 
Koluvamaregada 51,169 
Kori sevimpa rare 96 
Kshinamai tiruga 166 
Kshira sagaca vihara 76 

Ma Janaki 37 
Makulamunakiha 37, 45 
Manasa manasa 131 
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Manasa Sri Ramachandruni 74, 174 
*Manasuna nera 173 
Manasu nilpa sakti 175 
Manasa svadhina 147 
Manasu vishaya nata 171 
Marache vadana 144 
Mari mari ninne 83 
Mariyadagadn 114, 127 
*Melaragamalika, Seventy-two 77 
Mivalla gun a dosha 143 
Mokshamu galada 146, 169 
Muchchata Brahmadulaku 133 
Mummurtulu gumi 14 5, 174 
Mundu venaka niro 98 

Nada tanumanisam 136 
Nadopasana 172 
Nadupai balikeru 158 
Na jivadhara 34, 94, 127, 152 
Nammi vachchina 96 
Namo namo Raghavaya 17 
Nannu vidichi 41 
Nanu palimpa 16, 80, 81 
Narada gana lola 167 
Naradaguru svami 167 
*Narahari Hariyani 114 
Narasimha nanu 94 
Nayeda vanchana 158, 172 
Nenendu vetakudura 89, 189, 190 
Ne pogada kunte 182 
Ni bhakti bhagya 32, 145 
Ni dayache 77 

Nidhi chala sukhama 14, 82, 84 to 86, 132, 130 

Nike teliyaka 76 

Ni nama rupamulaku 37, 39 

*Ninu vina gatsgana 66 

Ninu vina snkhamu 169 

Nive gani 95 

Oka mata oka banamu 168 
O Rangasayi 50, 73, 127, 168 
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Pahi Rama duta 94 
Pahi Ratnaramana 172 
Pakkala nilubadi 133, 144 
*Parabrahmamu 114 
Paramatmudu velige 123 
Paritapamu kani 123 
*Pore mi yintlaku 62 
Pralabdamitiur?.daga 176, 182 
Prananatha birana 169 

Raga ratna 49 
Raga sudharasa 168 
Raju vedale 72, 168 
Ramabhakti samrajya 147 
Ramabhi Rama 148 
Rama ninne namminanu 161 
Rama niyeda 176 
Rama Rama ni varamu 76 
Rnkalu padi vein 172 

*Sabhapatikku 66 
*Sadguru Swamiki 51 
Sadhinchene 48, 128, 152 
Samayamu telisi 146, 158 
Sambho Mahadeva 96 
Samsarulaite 169 

Sangita jnanamu 4, 19,144, 146, 168 

Sangita sastra jnanamu 145, 168 

Santamu leka 51, 147, 158, 175 

Sarasiruhanana 137 

Sitamma mayamma 13, 183 

Sitapate na manasuna 127 

*Siva Bhupate 114 

Sive pahimam 184 

Sobhillu sapta svara 168 

Sogasuga mridanga 30, 169, 170 

Sri Ganapatini 36, 39 

Sri Janakimanohara 100, 108 

*Srimatkakarla 51 

Sri Naradamune 167,170 

Sri Narada nada 167,169 


28 
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Sri Narasimha 94 

Sringarinchukoni 37, 42 

Sripapriya 168 

Sri Raghukula 33 

Sri Raghuvaraprameya 177 

Sri Raghuvara sugunalaya 177 

Sri Rama Jayarama 33, 127, 170 

*Sri Sitalakshmana sameda 121 

Sugunamule cheppugonti 130 

Sujana jivana 178 

Sukhi yevvaro 170 

Sundaresvaruni 96 

Sundari nannindarilo 96, 112 

Sundari ni divya 96, 112, 144, 187 

Sundari ninu var^iimpa 96, 112 

*Svamiki sari yevaranavachchu 51, 114 

Svararaga sudbarasa 168, 169 

Svari vedalina 95 

Syamasundaranga 166? 167 

*Talli ninnu nera 180 

Tanayuni brova 132 

Tavadasoham 17, 1 7 6 

Telisi Rama 164 

Teliya leru 176 

Teratiyyagarada 92 

Toline chesina 158, 176 

Tolinenu jeyu 158, 176 

Tulasamma mayinta 171 

Tulasidalamulache 120 

Tulasi Jagajjanani 171 

*Tyagarajaswami guruni 51 

*Tyagarajaswami vedalina 92 

Undedi Ramudokadu 144, 175 

Vachama gocharame 33, 58, 179 
Vandanamu 40 
Varada navanitasa 91 
Varadaraja 91 
Varalila ganalola 32 
Vara Narada 136, 167 
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Vara raga layajnulu 179, 180 
Varidhi niku 40 
Varija nayana 40 
Vasudevayani 89,144 
Venkatesa ninnu 92,102 
Venugana loluni 162,177 
Vidamu seyave 177 
Vidulaku mrokkeda 4, 19, 175 
Vinanasakoni 81 
Vinarada na manavi 72, 73, 168 
Vinave o manasa 175 
Viuayamu nanu 38 

8. Technical terms , Group kritis , Names of Places and 

Miscellaneous 


Andaijarkurichchi 18 
Anubandham (coda) 48 
Aradhana Mahotsavam 47 
Artha pusht;i 38 

Bhagavata mela natakam 35 
Bhajana 52 
Bhava pushti 38 

Cherukuruvallu 12 
Chinna Tyagaraja 185 
Coins incident 86 

Dakshina Kailas 25 

Divyanama kirtanas 3, 17, 34, 38, 53, 99, 100, ISl 
Divyanama sankirtanam 52, 53 
Dolotsavam 53 
Draksha rasa 50, 51 

Ekadasi bhajana 58 
Ekallan 70 

Eka pitha vigraham 15, 16 

Gana chakravarti 111 
Gana marga 5 
Gandharva gana 5 
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Gandharva s'ariram 153 

Gey a charitram 45 

Geya natakam 35 

Ghana, nay a, des'ya ISO 

Ghanairaga Pancharatnam 47, 128 

Gopala Dasa 112 

Group kritis 3, 46 

42 

Kakarla 11, 12 

Kalahastisa Pancharatnam 34, 46 
Kalyana Mahal 85, 87 
Kanchipuram 49, 90, 91, 109 
Kathakali 85 
Kirtana sataka 49 
Kovur 96, 113 

Kovur Pancharatnam 34, 49 
Kriti gu^iatrayam 6 
Kumbakonam 14 
Kuravanji natakam 35 

Lay a sampat 71 

Madras 95 

Mangalashtakam 12, 51, 120 
Marudanallur 14, 25 
Merattur 35 
Misra samasa 47, 145 

Nadabrahma 24 
Nadabrahmanandarupa 168 
Nada rachana 4 
Nada rupa 168 
Nada yogi 6 
Nagalapuram thieves 97 
Nagapuri Pancharatnam 34, 49 
Narada Pancharatnam 167 
Navagraha kritis 46 
Navaratnamalika 46 
Navaratri kirtanas 46 
Navavarana kritis 46 
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Nija sangita 187 
Nindastuti kirtanas 227 
Nirupanam 185 
Nowka krida 42 

Padinaindu mandapam 40 
Panchalinga sthala kritis 40 
Pancharatnam 34, 47 
Pancharatna varnas 46 
Prakshipta sahityas 142, 143 
Puttur 93 

Raga bhava sangati 80 
Ragarasika 109 
Raja dasi 73 
Rajagopala 185 
Ramayana Kavi 179, 192 
Ramayana Vaggeyakara 179,192 
Ramrajya 105 
Rasa krida 42 

Saliaja vaggeyakara 1 

Sahitya bhava sangati 30, 150 

Samadhi renovation 190 

Samkshepa Ramayana kirtanas 33 

Sandals incident 189 

Sangati 30 

Sangita Mahal 20 

Sangita sahitya kala kovidudu 9 

Sangita samprad&yakudu 129 

Sangita siddhanti 191 

Sangita vyakaranam 145 

Sapta sthanam festival 54, 80 to 82, 89 

Sataragaratnamalika 3, 49,148 

Seven-stringed tambura 70 

Shatkala Chakravarti 69 

Shatkala Narasayya 69 

Sholinghur 94 

Siddhi Purusha 147 

Sishta vyavaharika bhasha 144 

Srirangam 72 

Sriranga Pancharatnam 49,168 
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Susvaragana 170 
Sutra, vritti, bhashya 31 

Tanjore 19, 20 

Thief incident 97 

Tillasfchanam Patam 131 

Tirupati 49, 90, 92, 93, 109 

Tiruvannamalai 13 

Tiruvarur 9, 14 

Tiruvottiyur 96, 113 

Tiruvottiyur Pancharatnam 84, 49, 96 

Tyagaraja Ashtakam 188 

Umaiyalpuram Patam 131 
Unchavritti 20 to 22, 47, 181 
Unchavritti Bhagavatar 21, 22 
Unchavritti Bhajana 21, 54 
Utsava sampradaya kirtanas 3, 34, 53 
Utsava sampradayam 53 

Venkatesa Pancharatnam 34, 46 
Vijayaraghava Pancharatnam 46 
Vinta ragalu 132 
Visranti sthanas 156 
Visranti vidya 170 

Walajapet 91 
Walajapet Pajam 131 


4. Lakshana gratidhcts, Lcikshyct grandhciSi Operas and 

Other Works 

[ Note:— Works in Chapter XV Bibliography are not referred to herein 

Adhyatma Ramayanam 33 
Ananda sankirtanavali 63 

Bhagavad bhajana paddhati 62 
Bhagavad Gita 50 

Cultural Heritage of India, Vol. Ill 11 
Dhyana slokas 12 

Nandanar Charitram 65 
Naradiyam 26 
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Nowka Charitram 11, 12, 26, 36, 37 3 41, 42, 45 

Oriental Music in Europeau Notation 3 

Pallaki seva prabandham 13, 35 

Prahlada Bhakti Vijayam 12, 32, 35, 36, 88, 45 

Radhika svantam 164 

Sangita ratnakara 30, 83 
Sangita sampradaya pradarsini 9 
Sarabhendra Bhupala Kuravanji 85 
Sitarama Vijayam 36, 37 
Svararnavam 4, 28, 26, 27, 33, 39, 170 

Tyagabrahmopanishad 32 121, 

Vidudi kirtana 65 

Yaksha gana 14, 35 
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GLOSSARY 

Note :— The following songs were through oversight omitted 
Glossary 2 pp. 214 - 216. 

Adigi sukhamu 227 
Amnia ravamma 171 
Ananda saga r a 168 

Bhajana parula 177 
Brindavanalola 178 
BrOchevarevare 177 

Devi Sri Tulasamma 171 

•Durusugi kripa 180 (see the note on p. 214) 

Enduku mrdaya 177 
Ennallu ni dova 182 
Etulaina bhakti 176 
Etula kapaduduvo 182 

llalopraijatarti 227 
Induka buttiSchitivi 182 

Janakiramaxta 178 

Kalinarulaku maliimalu 182 

Maravakaranava 177 

Nad a sudharasam 168 

*Namoralakinchi 184 (see the note on p, 211) 

Namoralanu vini 177 
Nannu ganna talli 184 
Ni pada pankaja 177 
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In the charana of the kriti, Enduku peddalcivale , the 
composer himself tells us the proficiency attained by him in 
the ndda vidya marmamula or the mysteries of music and 
in the different branches of sacred lore. 

His Nindastuti Kirtanas 

Adigi sukhamu - Madhyamavati raga 
Halo Pranatdrti - Atha, a raga 

The Phalas'rutis to his two operas prove that he was 
confident of the greatness of those two works. 

Tyagaraja was the first to write kritis with a single 
charana. There are also his kritis containing 2 charanas, 
3 charanas and 4 charanas. 

Tyagaraja did not study in the Sanskrit College at Tiru- 
vaiyar as mentioned by one writer. He studied Sanskrit 
and Telugu including the grammar and literature in the 
two languages from his own father. 

Kumbakonam Subbu was another disciple of Tyagaraja. 


Ramabrahmam’s younger sisters son was Manambu- 
chavadi Venkatasubbayya. 

Tyagaraja’s grandson passed away in his 35th year. 


In his later days, Tyagaraja was more after Manasika 
puja. The kriti, Ndmakusutna mida (sTiraga) confirms 
this. He slowly gave up the daily rituals. This is but 
natural in the case of a person who was fast reaching the 
stage of Divine consciousness . He was however frequently 
singing the Divyanama kirtanas. He was particularly 
fond of singing the Divyanama kirtana, TavadasOhatn . 



228 


GREAT COMPOSERS - BOOK II 


On the day prior to his siddhi, Tyagaraja described to 
his disciples, the size of the pit that should be dug for 
interring his mortal remains. He even mentioned the 
quantity of salt that should be thrown into the pit. This 
caused not a little surprise to his disciples and devotees. 

Tyagaraja in his last moments passed away with the 
Anjali hastam i.e, with the hands folded as in the act of 
prayer. 


Satkala Gsvinda Marar fsee p. 69) after getting the well- 
merited praise from Tyagaraja was requested by the latter 
to expound a raga. Marar took up Nilambari and sang it 
for one hour. The stillness of the night, the musical atmos¬ 
phere of the place, the aptness of the time for the singing 
of that raga, all contributed to make the alapana, delightful 
and fascinating, Tyagaraja himself sang a pallavi in Nilam¬ 
bari raga and asked Marar to expound it. His niraval of the 
pallavi and the kalpana svaras to it thrilled every one. 
The music of Marar was captivating and it left an indelible 
impression on the minds of the listeners. 

Govinda Marar was of a short stature. He was afflicted 
with rheumatism. The flag of challenge was attached 
to his tambura. Nallathambi Mudaliyar, the Keeper of 
the Royal Stables of Trivandrum at the time, accompanied 
Gsvinda Marar to Tiruvaiyaru. 


Manibhu Saheb, who belonged to the Mahratta Royal 
family and who, as a boy of ten years of age had seen 
Tyagaraja, told Vaidyanatha Ganapatigal of Tiruvaiyar 
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that Tyagaraja was ever engaged in the creation of Rama- 
yana sahityas. The Ganapatigal gave me this information. 


MUSICAL TRINITY 

Tyagaraja was principally emotional and occasionally 
intellectual. 

Muthusvami Dlksitar was principally intellectual and 
occasionally emotional. 

Syama S'astri was intellectual and emotional in an equal 
degree. 


Tiruvaiyaru or the land of five rivers. The five rivers 
are Vennar, Vettar, Kodamurutti, Kaveri and Coleroon 
(Q<3B7&r srfiL-u:). All these five rivers run parallel to each 
other and are within a distance of six miles. 

The sapta sthanas are within a three miles radius of 
Tiruvaiyaru. 


The vast Extensions to the Kalyana Mahal in Tiruvaiyar 
were all done after Tyagaraja passed away. During his 
lifetime there was only one main building. 


Corrigendum 

The first sentence on p. 122 should stand corrected in 
the light of what is mentioned on p. 163. When Tyagaraja 
started on the trip to Kanchipuram and Tirupati, he had 
already lost his wife. He was carried singly in a palanquin 
by his sisyas. 
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Rajas who Ruled over Tanjore 
Naik Rulers. 


Chevappa Naik 

1530 — 

1572 

A.D. 

Achyutappa Naik 

1577 — 

1614 

A.D. 

Raghunatha Naik 

1614 — 

1635 

A.D. 

Vijayaraghava Naik 

1635 — 

1673 

A.D. 

Mahratta Rulers. 

Ekoji 

1676 — 

1683 

A.D. 

Sahaji 

1684 — 

1710 

A.D. 

Serfoji 

1711 — 

1728 

A.D. 

Thukkoji 

1729 — 

1735 

A.D. 

Bavasaheb 

1735 — 

1736 

A.D. 

Pratapasimha 

1741 — 

1764 

AD. 

Tulajaji 

1765 — 

1787 

A.D. 

Amarasimha Maharajah 1788 — 

1799 

AD. 

Serfoji 

1800 — 

1832 

A.D. 

Sivaji 

1833 — 

1855 

AD. 




Page 

Line 

ERRATA 

48 

17 

Read two, for three and delete Ganla 

84 

15 

Read in for ni 

110 

12 

Read Sojiri for Soriji 

158 

25 

Read at for of 

211 

23 

Delete 1C 

212 

32 

Delete 54 

■'212 

33 

Delete this line 

213 

26 

Delete 18 

214 

3 

Add 176, 182 

214 

7 

Add 182 

214 

16 

Add 179, 184 

214 

23 

Add 182 

214 

30 

Add 182 

214 

35 

Add 179 

215 

1 

Add 17C, 182 

215 

5 

Add 178 

215 

6 

Read 172 for 171 

215 

23 

Add 182 

215 

24 

Read 129 for 128 

215 

31 

Add 178 

216 

1 

Delete 74 

216 

4 

Add 177, 178 

216 

7 

Add 182 

216 

8 

Add 176 

216 

11 

Add 168 

216 

16 

Add 168 

216 

17 

Add 176, 182 

216 

18 

Add 179 

216 

22 

Delete 81 

216 

27 

Add 176, 178 

216 

36 

Add 177 

216 

39 

Add 178 
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